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FOREWORD 


John  Ellerton  Lodge,  the  first  Director  of  the  Freer  Gallery  of  Art,  purchased 
five  Armenian  manuscripts  for  the  collection  in  the  1930's,  and  this  nucleus  was 
augmented  by  three  under  his  successor  Archibald  Gibson  Wenley  who  also  added 
three  single  decorated  sheets.  It  was  Mr.  Wenley's  idea  to  invite  Professor  Sirarpie 
Der  Nersessian  of  Harvard  University  to  study  and  publish  this  material.  Thanks 
to  her  position  as  Henri  Focillon  Professor  of  Byzantine  Art  and  Archaeology  at 
Dumbarton  Oaks,  Trustees  for  Harvard  University,  it  was  possible  for  her  to  work 
with  the  manuscripts  in  the  Gallery  at  her  own  convenience;  and  the  present  vol- 
ume is  the  culmination  of  a  research  project  begun  in  1945.  The  Freer  Gallery 
is  greatly  honored  to  have  this  collection  published  by  Miss  Der  Nersessian,  who 
is  generally  recognized  as  the  leading  authority  on  Armenian  art,  and  is  most 
grateful  to  her  for  the  very  generous  amount  of  time  she  has  devoted  to  it  in 
addition  to  the  normal  heavy  responsibilities  of  her  distinguished  post. 

The  photographic  work  was  done  by  Raymond  A.  Schwartz,  Chief  of  our 
photographic  laboratory,  and  the  editorial  work  has  been  done  by  our  Editorial 
Secretary,  Lloyd  E.  Langford  in  cooperation  with  the  Editorial  and  Publications 
Division  of  Smithsonian  Institution.  We  gratefully  acknowledge  the  material 
support  of  the  Ford  Foundation,  which  provided  a  substantial  grant  toward  the 
cost  of  this  publication. 

John  Alexander  Pope, 

Director,  Freer  Gallery  of  Art. 

Washington,  D.C. 
April  3,  1963. 
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INTRODUCTION 


The  East  Christian  manuscripts  form  a  relatively  small  part  in  the  rich  collec- 
tion of  Asiatic  art  in  the  Freer  Gallery  of  Art  (FGA),  but  this  small  number  is 
offset  by  the  importance  of  the  individual  examples.  As  early  as  1905  Charles  L. 
Freer  had  acquired  a  Greek  Bible,  written  in  Egypt  in  the  fifth  century,  and  a 
fragmentary  manuscript  of  the  Epistles  of  Paul  of  the  sixth  century.  At  the  same 
time  he  had  bought  a  small  Coptic  Psalter  of  the  fifth  or  sixth  century  and  several 
leaves  from  other  Coptic  manuscripts.  A  few  years  later  illuminated  leaves  from 
Byzantine  manuscripts  of  the  Four  Gospels  and  of  the  Heavenly  Ladder  of  John 
Klimax  were  added  to  these  holdings.  The  Biblical  manuscript  has  been  repro- 
duced in  handsome  facsimile  editions,  and  this  and  the  other  manuscripts  and  single 
leaves  have  been  studied  in  separate  publications. 

The  Armenian  section  came  into  being  considerably  later.  In  transmitting  his 
collection  to  the  Smithsonian  Institution  Mr.  Freer  outlined  the  principles  which 
had  guided  him  in  his  selection,  and  expressed  his  desire  "to  unite  modern  work 
with  masterpieces  of  certain  periods  of  high  civilization,  harmonious  in  spiritual 
and  physical  suggestion,  having  the  power  to  broaden  esthetic  culture  and  the 
grace  to  elevate  the  human  mind."  In  keeping  with  these  ideas  the  first  Armenian 
manuscript  acquired  in  1932  by  the  director  of  the  Freer  Gallery  of  Art,  John  E. 
Lodge,  was  the  finest  work  in  existence  outside  the  large  collections  of  Erevan, 
Jerusalem,  and  Venice,  a  Gospel  written  in  the  13th  century  and  illustrated  with 
numerous  miniatures.  Since  then  several  important  examples  have  been  added  and 
the  Armenian  manuscripts  now  form  the  largest  single  group  among  the  manu- 
scripts of  the  Christian  East  in  the  Freer  Gallery  of  Art,  and  the  finest  from  the 
artistic  point  of  view. 

This  small  but  choice  collection  includes  six  Gospels,  a  Hymnal,  and  a  Psalter, 
and  covers  a  span  of  seven  centuries.  The  oldest  manuscript  is  a  large  Gospel 
written  in  the  fine  uncial  of  the  11th  century,  a  representative  example  of  a  school 
of  miniaturists  who  were  active  in  the  peripheral  region  of  Armenia,  around  the 
city  of  Melitene  in  Asia  Minor,  and  in  neighboring  monasteries  of  the  Taurus 
Mountains.  Four  other  Gospels,  dating  in  the  12th  and  13th  centuries,  were 
written  in  Cilicia,  in  the  new  homeland  established  by  the  Armenians  on  the  shores 
of  the  Mediterranean  Sea  after  the  conquest  of  their  mother  country  by  the  Seljuq 
Turks.  This  is  particularly  fortunate,  for  the  art  of  book  illumination  reached  its 
highest  point  in  Cilicia  during  these  two  centuries.  Three  of  these  Gospel  manu- 
scripts can  be  assigned  to  the  scriptorium  of  the  patriarchal  see  of  Hromkla,  the 
leading  artistic  center,  especially  during  the  enlightened  rule  of  the  Catholicos 
Constantine  I  (1221-67)  ;  the  fourth  is  a  product  of  the  scriptorium  founded  by 
Bishop  John,  brother  of  King  Het'um  I. 
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There  are  no  examples,  as  yet,  in  the  collection  of  the  Freer  Gallery  of  Art,  of 
the  work  done  during  the  same  time  in  Great  Armenia,  where  there  was  also  con- 
siderable artistic  activity.  The  small  Psalter  gives  us  an  idea  of  the  style  of  painting 
in  the  late  14th  and  early  15th  centuries  and  it  is  of  special  significance  for  the 
history  of  Psalter  illustration. 

The  troubled  political  conditions  curtailed  the  literary  and  artistic  activities 
in  the  15th  and  16th  centuries,  except  in  the  area  around  Lake  Van,  but  there  was  a 
notable  revival  during  the  17th  century  in  Armenia  proper  and  in  numerous  com- 
munities established  outside  the  country.  Elements  of  Western  iconography,  which 
had  already  appeared  in  sporadic  fashion  in  the  late  medieval  period,  became  more 
numerous  then,  and  we  also  encounter  for  the  first  time  the  influence  of  the  engrav- 
ings of  printed  Latin  Bibles.  An  example  of  this  may  be  seen  in  the  Hymnal 
written  in  one  of  the  northeastern  provinces  of  Armenia.  In  their  efforts  to  improve 
the  style  of  painting  which  had  degenerated  in  many  areas,  the  miniaturists  of  the 
17th  century  turned  their  attention  to  the  works  of  the  great  period  of  Armenian 
illumination — that  is,  to  the  Cilician  manuscripts  of  the  13th  century,  which  they 
imitated  and  sometimes  copied  directly.  The  Gospel  written  in  Sebastia  in  the 
late  17th  century  is  an  outstanding  example  of  this  revival,  and  an  important  witness 
of  the  high  technical  skill  of  the  painters  of  this  period. 

The  manuscripts  studied  in  the  following  pages  are  placed  in  their  chrono- 
logical order,  with  one  exception.  Codex  No.  32.18,  which  may  have  been  written 
a  few  years  later  than  No.  56.11,  precedes  it  in  order  to  group  it  with  the  other 
Gospels  from  the  same  scriptorium.  The  plan  of  the  publication  is  as  follows:  A 
factual  description  of  the  manuscript.  There  are  no  textual  comments  for  the 
Gospels,  except  in  regard  to  the  passage  of  the  adulterous  woman  and  the  last  verses 
of  the  Gospel  of  Mark.  The  composition  of  the  Psalter  and  the  Hymnal  has  been 
described  and,  for  the  latter,  the  order  and  selection  of  the  hymns  have  been  com- 
pared with  those  of  other  manuscripts.  The  colophons,  and  the  symbolical  inter- 
pretation of  the  Canon  tables  included  in  two  manuscripts,  are  given  in  the  original 
language,  without  a  translation,  in  the  Appendix.  However,  relevant  passages  of 
the  colophons,  the  information  about  the  time  and  place  of  the  copy,  the  names  of 
the  scribes  and  owners  are  summarized  in  the  section  entitled  "History  of  the 
Manuscript."  Comments  on  the  symbolical  interpretations  are  likewise  included 
in  the  text. 

The  most  detailed  part  is  a  study  of  the  illustrations,  since  the  manuscripts  of 
the  collections  are  primarily  important  as  works  of  art.  In  contradistinction  to 
Byzantine  manuscripts,  the  exact  date  and  provenance  of  which  are  rarely  indi- 
cated, the  Armenian  manuscripts  usually  contain  a  wealth  of  interesting  informa- 
tion in  the  long  colophons  added  by  the  scribes,  and  they  can  be  grouped  by  time 
and  place  and  even  under  a  single  artist.  I  have  therefore  indicated,  whenever 
possible,  all  surviving  works  executed  by  the  scribe  or  miniaturist  of  each  manu- 
script, or  the  significant  examples  of  the  scriptorium  or  area  to  which  that 
manuscript  belongs.  These  remarks,  combined  with  the  iconographic  and  stylistic 
studies,  thus  constitute  brief  monographs  on  individual  painters,  or  on  a  specific 
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group  of  manuscripts.  Although  in  each  case  the  attention  was  perforce  focused 
on  the  manuscript  under  consideration,  I  have  tried  not  to  lose  sight  of  the  broader 
aspects  and  I  hope  that  the  studies  of  the  four  Cilician  Gospels,  taken  together, 
will  give  an  adequate  idea  of  the  importance  of  the  art  of  that  period. 

It  was  not  possible  to  reproduce  all  the  examples  cited  for  purposes  of  com- 
parison, and  only  a  small  selection  has  been  added.  However,  the  generous  plan 
of  the  Freer  Gallery  of  Art  to  reproduce  fully  the  miniatures  and  the  decorative 
pages  of  all  the  manuscripts  of  the  collection,  together  with  examples  of  the 
marginal  ornaments  and  initials,  will  greatly  contribute  to  the  knowledge  of  an 
art  which  retained  its  vitality  and  individuality  over  a  long  period  of  time,  and 
produced  some  of  the  finest  examples  of  medieval  painting. 

I  am  greatly  indebted  to  the  Armenian  Academy  of  Sciences,  for  at  their 
invitation  I  was  able  to  spend  a  month  at  Erevan  in  the  summer  of  1960;  and  to 
L.  Khatchikian,  Director  of  the  Matenadaran,  and  his  assistants  who  facilitated 
in  every  way  my  study  of  the  rich  collection  of  this  library.  The  numerous  refer- 
ences made  in  the  course  of  this  publication  to  the  manuscripts  of  Erevan,  many  of 
which  are  still  unpublished,  show  how  greatly  my  work  benefited  from  this  excep- 
tional opportunity.  I  wish  to  thank  the  Trustees  of  the  Walters  Art  Gallery  and 
Miss  Dorothy  Miner,  Keeper  of  Manuscripts,  for  their  kindness  in  sending  on 
loan  to  the  Freer  Gallery  of  Art  a  precious  manuscript  of  their  collection,  the 
Armenian  Gospel  No.  539,  and  for  their  permission  to  reproduce  some  of  the 
miniatures.  I  am  grateful  to  Archbishop  Yeghishe  Derderian,  Armenian  Patriarch 
of  Jerusalem,  and  to  Bishop  Norayr  Bogharian,  Keeper  of  Manuscripts;  to  the 
Reverend  Father  Kerovpe  Tcherakian,  Keeper  of  Manuscripts  of  the  Mekhitharist 
Library  in  Venice,  for  the  facilities  they  offered  me  when  studying  the  rich  collec- 
tions of  these  two  libraries.  Special  thanks  are  also  due  to  Archibald  G.  Wenley, 
late  Director  of  the  Freer  Gallery  of  Art,  and  Dr.  John  A.  Pope,  the  present 
Director;  to  Dr.  Richard  Ettinghausen,  Curator  of  Near  Eastern  Art;  and  to 
members  of  the  staff,  in  particular  Mr.  Raymond  A.  Schwartz  and  Mr.  Lloyd  E. 
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IN  THE 
FREER  GALLERY  OF  ART 
By  SIRARPIE  DER  NERSESSIAN 
(With  108  Plates) 

FGA  33.5,  47.2-4.  FOUR  GOSPELS,  11TH  CENTURY 

Description. — Thick,  yellowish  vellum;  119  folios  measuring  33.5  x  25.3  cm., 
written  surface  30  x  20.5  cm.  Text  in  upright,  slightly  rounded  erkat'agir  (uncial) , 
written  on  two  columns  of  20  or  21  lines  each,  except  for  the  first  page  of  the 
Gospel  of  Luke  which  is  in  a  single  column.  The  title  of  the  Gospel  of  Luke  is 
written  in  smaller  erkat'agir  between  dotted  lines;  the  title  of  each  Gospel  is 
repeated  at  the  end  in  large  erkat'agir .  There  are  no  ornate  initials;  the  first  letter 
of  each  verse  is  slightly  larger  than  the  others.  The  numbers  of  the  verses  are 
written  in  small,  angular  erkat'agir  in  the  outer  and  middle  margins;  the  concord- 
ances are  written  in  the  same  small  erkat'agir  in  the  lower  margin.  The  number  of 
each  pericope,  or  lesson,  written  in  the  outer  or  middle  margin,  is  framed  by  a 
small  colored  circle  from  which  project  tiny  fleurons.  For  the  Passion  readings 
the  number  is  accompanied  or  replaced  by  a  brief  explanation,  written  in  small, 
angular  erkat'agir. 

The  quires  of  eight  leaves  are  numbered,  as  usual,  by  the  letters  of  the  alpha- 
bet; these  have  been  added  in  the  lower  margin  in  bolorgir  (cursive).  On  folio  128 
a  later  scribe  gives  information  concerning  the  lesson  to  be  read  on  New  Sunday. 
The  same  hand  has  written  the  last  verse  of  the  Gospel  of  John  above  the  Canon 
table  on  folio  Cr.  A  few  words  are  scribbled  in  notrgir  above  the  Canon  table  on 
folio  Br. 

History  and  condition. — This  manuscript  is  said  to  have  been  bought  at  Sivas 
in  1896  by  Mr.  Indjoudjian  who  took  it  to  Paris.  It  then  passed  into  the  collection 
of  S.  Sevadjian  and  it  was  published  and  briefly  described  by  F.  Macler.1  The 
manuscript  was  already  defective,  and  the  following  sections  were  missing:  Letter 
of  Eusebius;  Canon  tables  1,  3,  4,  and  5;  Matthew  1:1-9;  Mark  1 :  1-27;  Luke  16: 
22-17:6,  and  24:39  to  end;  John  1:  1-14,  and  9:  25  to  end.  Folio  110  was  in  paper 
and  the  text  was  written  in  bolorgir  to  replace  the  missing  leaf.  The  Canon  tables 
and  the  Evangelist  portraits,  as  well  as  the  first  page  of  the  Gospel  of  Luke,  were 

1  F.  Macler,  Documents  d'art  armeniens,  Paris,  1924,  pp.  37-38,  pis.  I-XI.  It  had  been  previously 
mentioned  among  the  manuscripts  belonging  to  Mr.  Indjoudjian:  Seraphim  Abdullah  and  F.  Macler, 
"Etudes  sur  la  miniature  armenienne,"  extract  from  Revue  des  etudes  ethnographiques  et  soclologiques, 
1909,  p.  17,  No.  10. 
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removed  by  Mr.  Sevadjian  and  framed.  The  manuscript  was  later  acquired  by  K. 
Minassian  of  New  York  who  divided  it  into  two  parts;  92  folios  with  Matthew  1 : 
10  to  end,  and  John  1 :  15-9 :  24  and  the  binding  are  in  the  possession  of  H.  Kurdian 
of  Wichita,  Kans. ; 2  the  other  folios  of  the  text  entered  the  Freer  Gallery  of  Art 
in  1933,  and  the  decorated  pages  followed  in  1947. 

The  pages  with  the  text  are,  on  the  whole,  in  good  condition  but  the  decorated 
leaves  have  suffered  from  humidity;  the  edges  are  frayed  and  partly  torn. 

Contents: 
Fol.  Ar,v.  Canon  2  {figs.  2,  3). 

Fol.  Br,v.  Canon  6  to  Canon  10  (Matthew)  {figs.  4,  5). 

Fol.  Cr.  Canon  10  (Mark,  Luke,  and  John)  {fig.  6). 

Fol.  Cv.  Portraits  of  Evangelists  {fig.  8). 

Fols.  74-1 14.3  Gospel  of  Mark,  1 :  27-16:  8. 

Fols.  115-189v.  Gospel  of  Luke,  1 : 1-26:  39  {fig.  1 ). 

STUDY  OF  THE  ILLUSTRATIONS 

The  peculiar  disposition  of  the  group  portrait  of  the  Evangelists,  painted 
across  the  height  of  the  page,  occurs  in  several  other  Gospel  manuscripts  written 
in  uncials;  in  most  of  these  the  scenes  from  the  life  of  Christ  are  also  painted  in  the 
same  fashion  across  the  height  of  the  page.  All  the  dated  examples,  known  so  far, 
belong  to  the  11th  century;  they  are  as  follows: 

1.  Erevan,  Matenadaran,  No.  4804,  written  in  a.d.  1018  by  the  scribe  Hohannes  at  the  monastery 

of  Talash  in  the  province  of  Kghawt.4 

2.  Erevan,  Matenadaran,  No.  283,  written  in  a.d.  1033  by  the  scribe  K'ristap'or  for  Simeon,  his 

brothers  and  their  parents.5 

2  Armenian  Manuscripts.  An  Exhibition  at  the  University  of  Kansas  Library,  December  1955. 
Preface  and  notes  by  Werner  Winter.  See  frontispiece  and  p.  2. 

3  The  old  pagination  has  been  retained ;  these  folio  numbers  were  written  before  the  manuscript  was 
divided  into  two  parts  by  Mr.  Minassian,  but  after  the  sections  mentioned  above  had  been  lost. 

4  This  manuscript  was  formerly  at  Aght'amar  (E.  Lalayan,  Catalogue  of  the  Armenian  Manu- 
scripts of  Vaspurakan  (in  Armenian),  Tiflis,  1915,  pp.  71-76).  The  portraits  of  the  four  Evangelists, 
standing  full  face  under  arches,  occur  on  fol.  7 v.  On  fol.  5v,  one  half  of  which  has  been  torn  off  except 
for  a  small  section,  there  were  two  rows  of  six  arches  framing  the  portraits  of  saints  holding  books;  these 
probably  represented  the  12  apostles. 

6  In  addition  to  the  Canon  tables  (fols.  5-8)  and  the  group  portrait  of  the  Evangelists  on  fol.  4v, 
there  are  three  miniatures.  Fol.  3,  a  large  figure,  identified  by  the  inscription  as  Simeon,  for  whom  the 
manuscript  was  written,  and  three  smaller  ones,  probably  his  brothers,  stand  in  a  row;  the  last  one  is 
slightly  turned  toward  a  large  angel  depicted  on  the  right  ( L.  A.  Durnovo,  Kratkaia  istoriia  drevnear- 
mianskoi  zhivopisi,  Erevan,  1957,  pi.  9).  Fol.  4,  Baptism,  placed  in  the  normal  fashion.  Fol.  8v,  Adoration 
of  the  Magi  and  of  the  Shepherds  painted  again  across  the  height  of  the  page  (E.  Nikolskaia, 
"K'izucheniiu  armianskoi  miniatiurnoi  zhivopisi.  1.  Armianskaia  rukopis'  XI  veka  Etchmiadzinskoi 
biblioteki  No.  283,"  Naukovi  Zapysky  pratsi  naukovo-doslidchnoi  katedry  istorii  evropeiskoi  kultury. 
USSR,  Narodnii  komisariiat  osvity  upravlinnia  naukovymy  ustanovamy  Ukrainy,  1929,  pp.  425-431, 
pis.  Ill,  IV).  For  the  colophon  see  Garegin  I  Hovsep'ian,  Colophons  of  Manuscripts  (in  Armenian), 
Antilias,  1951,  cols.  217-218. 
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3.  Erevan,  Matenadaran,  No.  6201,  written  in  A.D.  1038  by  the  cleric  Evargris.6 

4.  Jerusalem,  Armenian  Patriarchate,  No.  3624,  written  in  a.d.  1041  by  the  priest  Samuel.T 

5.  Erevan,  Matenadaran,  No.  3723,  written  in  a.d.  1045  by  the  priest  Husik.8 

6.  Erevan,  Matenadaran,  No.  3784,  written  in  a.d.  1057  by  the  priest  Thomas  at  Melitene.9 

7.  Jerusalem,  Armenian  Patriarchate,  No.  1924,  written  in  a.d.  1064  by  Step'annos  at  the  monastery 
of  Shukhr  Khandara  in  the  Taurus  Mountains.10 

The  Gospel  manuscripts  of  Erevan,  Matenadaran,  Nos.  974 11  and  7739  12  are 
not  dated  but  they  can  also  be  assigned  to  the  1 1th  century  on  the  basis  of  the  pale- 
ography and  the  style  of  the  ornaments  and  miniatures. 

All  these  manuscripts  are  related  to  one  another,  not  only  because  of  the 
peculiar  disposition  of  the  miniatures,13  but  also  through  their  style  and  general 

6  Fols.  l-4v,  Letter  of  Eusebius  and  Canon  tables;  fol.  5,  Nativity;  fol.  5v,  Baptism;  fol.  6,  Trans- 
figuration; fol.  6v,  Entry  into  Jerusalem;  fol.  7,  Last  Supper;  fol.  7v,  Crucifixion;  fol.  8,  Holy  Women 
at  the  Sepulchre;  fol.  8v,  Four  Evangelists.  Colophon  in  Garegin  I  Hovsep'ian,  op.  cit.,  cols.  219-220. 
Reproductions  of  some  of  the  miniatures  in  G.  Hovsep'ian,  The  Saviour  of  Havuts  T'ar  (in  Armenian), 
Jerusalem,  1937,  fig.  22;  A.  N.  Svirine,  La  miniature  dans  I'ancienne  Armenie  (in  Russian  with  French 
title),  Moscow-Leningrad,  1939,  p.  41;  L.  A.  Durnovo,  Drevnearmianskaia  miniatiura,  Erevan,  1952, 
figs.  4-6;  idem,  Miniatures  armeniennes,  Paris,  1960,  pp.  42-49. 

7  Fols.  l-5v,  Letter  of  Eusebius  and  Canon  tables;  fol.  6,  Annunciation  and  Visitation;  fol.  6v, 
Nativity ;  fol.  7,  Presentation  of  Christ  and  Baptism ;  fol.  7v,  Transfiguration  and  Raising  of  Lazarus  ; 
fol.  8,  Entry  into  Jerusalem;  fol.  8v,  Last  Supper;  fol.  9,  Betrayal;  fol.  9v,  Crucifixion  and  Descent 
from  the  Cross;  fol.  10,  Entombment  and  Harrowing  of  Hell;  fol.  lOv,  Ascension;  fol.  11,  Four 
Evangelists;  fol.  llv,  ornate  cross.  Garegin  I  Hovsep'ian,  Colophons,  cols.  221-224;  idem,  The  Saviour 
of  Havuts  T'ar,  fig.  29,  Crucifixion  and  Descent  from  the  Cross. 

8  Fol.  2,  Entry  into  Jerusalem;  fol.  2v,  Last  Supper;  fol.  3,  Burial  and  Harrowing  of  Hell;  fol.  3v, 
Four  Evangelists.  Garegin  I  Hovsep'ian,  Colophons,  cols.  225-226 ;  F.  Macler,  "Rapport  sur  une  mission 
scientifique  en  Armenie  russe  et  en  Armenie  turque  ( juillet-octobre  1909),"  Nouvelles  archives  des 
missions  scientifiques  et  litteraires,  n.s.,  fasc.  2,  Paris,  1910,  pp.  37-39. 

9  Garegin  I  Hovsep'ian,  Colophons,  cols.  235-236.  This  manuscript,  formerly  at  Etchmiadzin,  No. 
362  G,  has  been  described  by  F.  Macler  in  his  Rapport,  pp.  41-45  ;  the  miniatures  were  reproduced  by  him 
in  Miniatures  armeniennes.  Vie  du  Christ,  Paris,  1913,  pis.  IX-XV. 

10 Fol.  l-5v,  Letter  of  Eusebius  and  Canon  tables;  fol.  6,  Four  Evangelists;  fol.  6v,  Pentecost; 
fol.  7,  Crucifixion;  fol.  7v,  four  standing  figures;  fol.  8,  ornate  cross.  Garegin  I  Hovsep'ian,  Colophons, 
cols.  245-248. 

11  Fol.  1,  Four  Evangelists;  fol.  lv,  Entombment  and  Harrowing  of  Hell;  fol.  2,  Crucifixion;  fol.  2v, 
Betrayal;  fol.  3,  Transfiguration;  fol.  3v,  Presentation  and  Baptism.  These  miniatures  are  almost 
identical  with  those  of  Erevan,  No.  3784,  dated  a.d.  1057.  See  examples  in  L.  Durnovo,  Miniatures 
armeniennes,  pp.  61  and  63. 

12  Formerly  at  Erzerum:  H.  H.  Adjarian,  Catalog  der  armenischen  Handschriften  in  der  Bibliothek 
des  Sanassarian-Institutes  zu  Erzerum,  Vienna,  1900,  pp.  8-10.  Fol.  1,  Canon  table;  fol.  lv,  Annuncia- 
tion at  the  well  (L.  Durnovo,  Miniatures  armeniennes,  p.  25). 

13  The  group  portrait  of  the  Evangelists  painted  across  the  height  of  the  page  is  preserved  in  Erevan 
No.  2877  which  may  be  dated  in  the  12th  century,  while  the  two  Gospel  scenes,  the  Annunciation  and 
Nativity,  are  placed  in  the  normal  fashion,  across  the  width  of  the  page  (L.  Durnovo,  Miniatures 
armeniennes,  pp.  71,  73).  The  Nativity  painted  across  the  height  of  the  page  on  fol.  lv  of  Erevan 
No.  6202,  dated  a.d.  909,  is  a  later  addition.  Occasionally  the  11th-century  disposition  of  scenes  painted 
across  the  height  of  the  page  survives  in  manuscripts  of  later  date  which  copy  older  models.  Thus  in  the 
Gospel  No.  4814  of  Erevan,  written  in  a.d.  1294  at  the  monastery  of  Ter  Huskan  Ordi  in  the  province 
of  Duruberan,  the  scenes  from  the  life  of  Christ  closely  follow  those  of  Erevan  No.  6201  of  the  year  1038, 
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characteristics.  Gold  is  never  used;  in  almost  every  instance  the  miniatures  are 
painted  against  the  plain  vellum  background  and  they  give  the  impression  of  tinted 
drawings,  executed  in  a  linear  style  with  hardly  any  modeling.  There  are  no  head- 
pieces and  the  marginal  ornaments  consist  generally  of  colored  circular  bands 
which  frame  the  pericope  numbers.  There  is  a  particularly  close  connection 
between  Jerusalem  No.  3624  (a.d.  1041),  and  Erevan  Nos.  3723  (a.d.  1045), 
3784  (A.D.  1057),  and  974  (11th  c.)  ;  the  Gospel  scenes  are  almost  identical  and  it 
is  evident,  on  the  grounds  of  style  as  well  as  of  iconography,  that  these  manuscripts 
were  produced  in  the  same  scriptorium,  probably  at  Melitene,  where  Erevan  No. 
3784  was  written.  The  other  manuscripts  of  this  group,  of  which  the  provenance 
is  also  known,  belong  to  the  same  general  region.  Erevan  No.  4804  was  written  at 
the  monastery  of  Talash  in  the  province  of  Kghawt,  which  has  been  identified 
with  Claudia  to  the  east  of  Melitene ; 14  Jerusalem  No.  1924  was  written  at  Shukhr 
Khandara,  near  Kesun,  to  the  south  of  Melitene,  in  the  Taurus  Mountains. 

These  manuscripts  are  the  products  of  a  provincial  school,  and  they  differ  in 
every  respect  from  the  sumptuous  Gospels  illustrated  in  more  important  centers, 
such  as  Erevan,  Matenadaran,  No.  3793,  dated  1053;  the  Gospel  of  King  Gagik 
of  Kars,  written  before  1064  (Jerusalem,  Arm.  Patr.  No.  2556)  ;  Erevan,  Matena- 
daran, No.  311,  written  at  Sebastia  in  1066;  and  the  so-called  "Trebizond"  Gospel 
(Venice,  Mekhitharist  Library,  No.  1400). 

The  Freer  manuscript  has  no  Gospel  scenes  but  it  can  be  related  to  the  provin- 
cial school  mentioned  above  through  the  disposition,  style,  and  type  of  the  Evange- 
list portraits  {fig.  8).  As  in  these  other  manuscripts,  the  Evangelists,  painted 
against  the  neutral  vellum  background,  are  grouped  on  the  same  page,  turned 
slightly  toward  one  another,  two  by  two.  This  iconographic  type,  peculiar  to  this 
group,  is  a  development  of  the  scheme  used  in  several  manuscripts  of  the  10th 
century,  where  the  Evangelists,  standing  under  arches,  are  placed  on  two  con- 
fronting pages,  whereas  in  the  sumptuous  manuscripts  of  the  11th  century  the 
seated  Evangelists  are  portrayed,  each  at  the  beginning  of  his  own  Gospel.15 

The  Freer  manuscript  is  also  connected  with  the  provincial  school  through 
the  type  and  decoration  of  the  Canon  tables,  and  in  particular  with  the  later 
examples  of  this  school.  In  the  earlier  manuscripts,  namely,  the  Gospels  of  Erevan, 
Nos.  4804  (A.D.  1018),  283  (A.D.  1033),  and  6201  (a.d.  1038),  the  Canon  tables 
are  written  under  single  or  double  arches  of  horseshoe  shape,  while  in  Jerusalem 
No.  3624  (A.D.  1041),  Erevan  No.  3784  (a.d.  1057),  and  Jerusalem  No.  1924 
(A.D.  1064)  we  see,  as  in  the  Freer  manuscript,  large  semicircular  arches  with 
two  smaller  ones  opening  into  them  and  framing  the  number  of  the  Canon  table.16 

while  the  seated  Evangelists  conform  to  the  iconographic  types  of  the  13th  century  (L.  Durnovo, 
Kratkaia,  pi.  11).  For  examples  of  the  14th  century  see  idem,  Miniatures  armeniennes,  pp.  147,  148,  159. 

14  N.  Adontz,  "Notes  armeno-byzantines.  V.  Les  Dalassenes,"  Byzantion,  X  (1935),  pp.  181-183. 

16  In  two  manuscripts  which  probably  date  in  the  11th  century  the  standing  Evangelists  are  grouped 
on  the  same  page  but  the  general  type  and  disposition  differ  from  those  of  the  provincial  group  men- 
tioned above.  In  Vienna,  Mekh.  Libr.,  No.  697,  the  page  is  divided  into  two  registers  and  the  Evange- 
lists appear  two  by  two  above  one  another  (F.  Macler,  Miniatures  armeniennes,  pi.  VIII)  ;  in  Jerusalem, 
Arm.  Patr.,  No.  2562,  they  stand  under  a  single  decorative  arch  (fol.  3v). 

16  Both  types  occur  in  manuscripts  of  the  10th  century:  double  horseshoe  arches  in  the  Etchmiadzin 
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Because  of  the  similarities  mentioned  above,  as  well  as  the  absence  of  head- 
pieces and  the  types  of  simple  marginal  ornaments,  the  Freer  Gospel  can  be 
assigned  to  the  region  of  Melitene  and  the  Taurus  Mountains,  and  dated  around 
the  middle  of  the  11th  century.  In  style  and  iconography  the  Evangelist  portraits 
come  closest  to  those  of  Jerusalem  No.  3624  and  Erevan  No.  3784,  dated  respec- 
tively in  1041  and  1057. 

The  decorative  interest  predominates  in  the  Freer  Gospel  as  well  as  in  these 
other  manuscripts;  the  miniaturist  has  modified  the  animal  and  plant  forms  and 
he  has  reduced  the  latter  to  simple  geometric  figures ;  but  his  inability  as  a  draughts- 
man has  prevented  him  from  creating  effective  ornamental  designs.  The  acanthus 
scroll  is  still  recognizable  in  the  band  above  the  Evangelist  portraits  and  on  the 
outer  arch  of  folio  Br  {figs.  4,  8)  ;  elsewhere  it  is  broken  up  into  a  succession  of 
half  leaves,  alternately  turned  up  or  down,  or  into  a  series  of  triangles  {figs.  2, 5,  6) . 
However,  despite  this  interest  in  abstract  forms,  the  favorite  geometric  motifs  of 
Armenian  painters,  such  as  the  multicolored  disks,  or  the  "rainbow,"  are  absent 
from  the  ornamental  pages  of  the  Freer  Gospel  as  they  are,  also,  from  those  of  the 
allied  manuscripts.  Only  the  guilloche  has  been  used  twice  on  folios  Bv  and  C 
{figs.  5,6). 

The  flowers  and  the  animals — cocks,  cranes,  ducks — painted  as  usual  around 
the  outer  arches  are  highly  stylized.  The  two  large  birds  of  folios  Bv  and  Cr  have 
a  long  appendage,  terminating  in  a  fan-shaped  tuft  or  palmette,  which  projects 
from  their  head  or  neck  {figs.  5,  6).  This  may  be  an  exaggeration  of  the  head 
feathers  of  peacocks  or  a  misinterpretation  of  the  flying  ends  of  the  neck  band,  fre- 
quently represented  in  Sasanian  art  and  imitated  in  Armenian  manuscripts.  The 
strange  quadrupeds  of  folio  Br  {fig.  4),  one  of  them  with  a  bird's  head,  may  be 
debased  copies  of  the  sheep  depicted  above  the  Canon  tables  in  some  Armenian 
manuscripts,  for  instance  on  folios  6  and  8v  of  the  "Trebizond"  Gospel. 

In  one  respect  alone  does  the  Freer  Gospel  differ  from  the  allied  manuscripts. 
The  first  page  of  the  Gospel  of  Luke,  the  only  opening  page  that  has  been  pre- 
served, is  framed  by  a  double  band  {fig.  1).  The  inner  one  is  decorated  with  an 
all-over  pattern  of  heart-shaped  leaves;  fleurons,  connected  by  triangles,  fill  the 
narrow  sidebands  of  the  outer  rectangle;  while  six  roundels  enclosing  rosettes  or 
stylized  peacocks,  and  separated  from  one  another  by  fleurons,  are  drawn  in  the 
upper  and  lower  bands.  In  other  manuscripts  ornate  bands  occasionally  surround 
the  colophon  or  the  brief  preface  of  a  Gospel,17  but  the  text  itself  is  rarely  framed. 
The  first  two  pages  of  a  copy  of  the  prayers  of  Gregory  of  Narek,  illustrated  in 
Cilicia  in  1173,  are  written  in  gold  letters  under  a  decorative  arcade,  similar  to 
those  painted  around  the  Canon  tables.18  The  first  page  of  the  Gospel  of  Mark, 

Gospel  of  the  year  989;  small  arches  opening  into  a  larger  one  in  the  Gospel  of  Queen  Mlk'e  of  the 
year  902.  C.  Nordenfalk,  Die  spatantiken  Kanontafeln,  Goteborg,  1938,  pis.  17-23,  35. 

17  Baltimore,  Walters  Art  Gallery,  No.  537,  Gospel  of  a.d.  966:  on  fol.  2v  a  rectangular  band, 
decorated  with  a  guilloche,  frames  the  colophon.  In  a  Gospel  dated  974,  kept  at  the  village  of  Dsghrut', 
in  Armenia,  the  brief  preface  of  the  Gospel  of  Matthew,  followed  by  the  colophon,  is  written  inside  a 
cruciform  frame.  G.  Hovsep'ian,  Album  of  Armenian  Palaeography  (in  Armenian),  Vagharshapat, 
1913,  pi.  23,  No.  38. 

18  Erevan,  Matenadaran,  No.  1568:  A.  N.  Svirine,  La  miniature  dans  I'ancienne  Armenie,  p.  50. 
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taken  from  an  uncial  manuscript  of  the  late  12th  century,  and  used  as  a  flyleaf 
in  the  Gospel  of  the  Armenian  Patriarchate  of  Jerusalem,  No.  1956,  has  a  wide 
band  around  it,  decorated  with  foliate  motifs  enclosed  in  squares.  Simple  frames 
occasionally  occur  in  Byzantine  manuscripts.  In  a  Lectionary,  ascribed  by  some 
scholars  to  the  10th  century  and  by  others  to  the  14th  century,  colored  bands  are 
drawn  around  the  text  columns  of  the  first  page.19  The  ornate  frame  of  the  Freer 
Gospel  calls  to  mind  the  richly  decorated  pages  of  early  Latin  manuscripts,  but 
no  definite  connection  with  these  can  be  suggested.  The  ornaments  themselves  are 
characteristic  of  Armenian  art.  As  early  as  the  sixth  century,  birds  under  horse- 
shoe arches  which  almost  form  a  circle  were  carved  above  the  windows  on  the 
north  f  agade  of  the  Church  of  Ptghni.20  The  arches  of  some  of  the  Canon  tables  of 
11th-century  manuscripts  are  decorated  with  roundels  enclosing  birds.21  Similar 
motifs  had  long  been  used  in  textiles  and  were  known  in  Armenia — witness  the 
rich  mantle  worn  by  King  Gagik  Ardsruni  carved  on  the  west  fagade  of  the 
Church  of  Aght'amar,22  or  the  tunic  of  King  Gagik  of  Kars.23  In  the  former  the 
roundels  enclose  birds,  in  the  latter  the  roundels  framing  goats  alternate  with 
lozenges  decorated  with  rosettes.  Recent  investigations  have  shown  that  as  early 
as  the  ninth  century  there  existed  rugs,  as  well  as  textiles,  with  animal  designs;  in  a 
few  surviving  fragments  birds  standing  in  profile  are  framed  by  an  angular  or 
ovoid  wreath  of  stylized  flowers.24  We  have  evidence  that  such  rugs  were  also  used 
in  Armenia,  for  the  one  thrown  over  the  couch  on  which  Gagik  of  Kars,  his  wife 
and  daughter  are  seated  is  decorated  with  roundels  framing  a  bird  or  an  elephant 
standing  in  profile.25  Many  of  the  marginal  ornaments  of  this  same  manuscript 
imitate  rugs,  even  showing  the  knotted  tassels  at  the  ends,  and  the  design  of  one  of 
these  ornaments  consists  of  roundels  framing  birds.26  The  first  page  of  Luke  of  the 
Freer  Gospel  has  itself  the  appearance  of  a  rug,  the  text  taking  the  place  of  the 
central  motif,  and  a  rug  may  have  served  as  a  source  of  inspiration  for  this  unusual 
method  of  decorating  the  page  of  a  manuscript. 

19  Vaticanus  graecus  No.  1522:  K.  Weitzmann,  Byzantinische  Buchmalerei  des  IX.  und  X. 
Jahrhunderts,  Berlin,  1935,  pi.  VI,  fig.  27.  Bibliothecae  Apostolicae  Vaticanae  Codices  Vaticani  Graeci 
1485-1683,  recensuit  Cyrus  Gianelli,  Vatican  City,  1940,  pp.  67-70. 

20  B.  Arak'elian,  Siuzhetn'ie  rel'efi  Armenii  IV -VII  vekov  (in  Armenian  with  Russian  title  and 
summary),  Erevan,  1949,  fig.  68. 

21  See,  for  instance,  the  "Trebizond"  Gospel:  S.  Der  Nersessian,  Armenia  and  the  Byzantine 
Empire,  Cambridge  (Mass.),  1945,  pi.  XXI,  fig.  1.  Similar  designs  occur  in  Byzantine  manuscripts  the 
decorations  of  which  have  an  orientalizing  character.  K.  Weitzmann,  Byzantinische  Buchmalerei,  figs. 
49,  135,  142,  144,  419,  427,  430,  512,  515. 

22  S.  Der  Nersessian,  Armenia  and  the  Byzantine  Empire,  pi.  XI,  fig.  2. 

23  Jerusalem,  Arm.  Patr.,  No.  2556:  S.  Der  Nersessian,  Armenia  and  the  Byzantine  Empire,  pi. 
XXIII,  fig.  2. 

24  R.  Ettinghausen,  "New  Light  on  Early  Animal  Carpets,"  A  us  der  Welt  der  islamischen  Kunst. 
Festschrift  fur  Ernst  Kuhnel  zum  75.  Geburtstag  am  26.10.1957,  Berlin,  1959,  pp.  93-116. 

25  S.  Der  Nersessian,  op.  cit.,  pi.  XXIII,  fig.  2. 

26  A.  Tchobanian,  La  Roseraie  d'Armenie,  Paris,  1929,  vol.  Ill,  p.  167. 
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Description. — Thick,  cream-colored  vellum;  261  folios  measuring  32.2  to 
32.5  cm.  x  22.7  to  24  cm.;  written  surface  21.2  x  14.3  cm.  Text  in  sloping,  angular 
erkat'agir  (uncial),  written  on  two  columns  of  19  lines  each,  except  for  the  last 
page  of  the  Gospel  of  Mark  (fol.  128v)  which  is  in  a  single  column.  The  first  page 
and  the  title  of  each  Gospel  are  in  gilt  letters;  the  concordances  in  the  lower 
margins,  the  numbers  of  the  verses,  and  the  corrections  or  omissions  added  in  the 
side  margins  are  in  small  erkat'agir,  contemporary  with  the  text.  Each  pericope 
begins  with  a  floral  initial  and  is  accompanied  by  a  marginal  ornament;  the  first 
letter  of  each  Gospel  occupies  the  entire  column.  Gilt  capitals  have  been  used  for 
the  initials  of  some  of  the  verses  on  folios  12v  to  19v. 

The  quires  of  eight  leaves  each  are  numbered  by  letters  in  small  erkat'agir, 
contemporary  with  the  text,  written  in  the  upper  right  corner  of  the  first  page  of 
each  quire;  the  numbering  begins,  as  usual  in  Armenian  manuscripts,  with  the  first 
quire  of  the  Gospel  of  Matthew.  The  full-page  miniatures,  as  well  as  the  Evangelist 
portraits,  painted  on  single  leaves  of  which  the  reverse  is  left  blank,  are  added  each 
time  to  the  quaternion.  There  is  a  definite  attempt  to  begin  each  Gospel  with  a 
new  quire,  consequently  the  preceding  quire  may  not  be  a  quaternion;  thus  the 
last  quire  of  the  Gospel  of  Mark  is  composed  of  10  leaves  (fols.  119-128). 

Binding. — Brown  leather  over  wooden  boards  with  stamped  ornaments;  the 
flap  is  torn  off.  The  upper  cover  is  decorated  with  a  large  cross  in  guilloche  raised 
on  a  stepped  base  of  interlace;  a  trefoil  band  encircles  the  three  arms  of  the  cross. 
The  frame  consists  of  bands  of  linear  interlace;  rays  within  a  segment  of  a  circle 
fill  the  upper  corners.  A  few  holes  have  been  left  by  the  pegs  to  which  the  thongs 
were  attached,  others  by  nails  which  probably  fixed  metal  ornaments.  The  lower 
cover  is  decorated  with  a  central  rectangle  of  interlace  and  a  frame  of  linear  inter- 
lace similar  to  the  one  on  the  upper  cover. 

The  leather  binding  must  have  originally  belonged  to  a  large  manuscript  for 
the  design  is  not  properly  centered.  There  is  a  fairly  wide  space  between  the 
spine  and  the  ornamental  frame,  while  on  the  upper,  outer,  and  inner  sides  this 
frame  comes  to  the  edge  of  the  wooden  boards. 

Condition. — There  are  considerable  lacunae  in  the  text  and  several  folios 
have  been  mutilated.  The  following  passages  are  missing:  After  fol.  6,  short 
notice  on  Saint  Mark  and  Canon  6;  after  fol.  58,  Matthew  16:28-17:  12;  after 
fol.  65,  Matthew  19:25-20:6;  after  fol.  72,  Matthew  22:4-17;  after  fol.  74 
Matthew  23  :  6-23 ;  after  fol.  77,  Matthew  24:  24  to  end;  after  fol.  98,  Mark  7:  36- 
8:  13;  after  fol.  214,  Luke  23:39-53;  after  fol.  226,  John  3:  15-27;  after  fol. 
230,  John  4:  46-5:  19 ;  after  fol.  256,  John  12:24-13:  1 1 ;  after  fol.  259,  John  14:  12- 
18:  22;  after  fol.  260,  John  18:  34-21 :  10;  after  fol.  261,  John  21 :  20-25  and  prob- 
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ably  8:3-11,  the  reading  on  the  adulterous  woman,  often  added  at  the  end  of  the 
Gospel;  also  the  last  verses  of  the  Gospel  of  Mark. 

The  upper  margins  were  trimmed  off  when  the  manuscript  was  rebound.  In 
addition,  the  following  pages  were  more  seriously  mutilated :  Fols.  3  and  4,  upper 
third  of  each  leaf,  cutting  off  the  ornate  rectangle  of  the  Canon  tables  on  fols.  3v 
and  4,  and  one  line  of  text  on  fol.  4v;  fol.  7,  upper  margin,  cutting  off  the  top  of 
the  Canon  table;  fol.  16,  entire  outer  margin,  cutting  off  one  or  two  letters  on  each 
line,  as  well  as  the  marginal  ornament  and  part  of  the  ornate  initial  on  fol.  16v; 
fol.  SO,  upper  part  of  outer  margin  mutilating  the  marginal  ornament  on  fol.  50v; 
fol.  86,  almost  the  entire  page  has  been  cut  off  (Mark  3:  23-4:4)  leaving  only  a 
small  strip  of  the  inner  column  of  text;  fols.  212-214,  outer  margins,  cutting  off  a 
few  letters  of  each  line  on  fol.  214;  fols.  219  and  220,  lower  margin;  fol.  225,  outer 
margin,  cutting  off  the  ornament  of  fol.  225v;  fol.  230,  lower  corner  of  outer 
margin ;  fol.  248,  part  of  outer  margin,  cutting  off  the  top  of  the  ornament  on  the 
recto;  fol.  261,  outer  margin,  cutting  off  one  or  two  letters  on  each  line  and  the 
ornament  on  the  recto. 

History  of  the  Manuscript. — The  end  of  the  manuscript,  which  probably  had 
a  colophon,  is  missing.  The  previous  owner  was  an  Armenian  Catholic  priest, 
Father  K'erovbe  Ter  Petrossian.  According  to  the  information  given  on  the  leaf 
pasted  inside  the  upper  cover  under  his  photograph,  and  the  notes  added  on  folios 
2v  and  77v,  he  had  bought  this  manuscript  at  Sebastia  in  1879,  then  carried  it  to 
Aintab  in  1885,  and  in  1897,  on  August  15,  he  presented  it  to  the  monastery  of  the 
Virgin  Mary  at  Zmmar,  in  Lebanon,  the  patriarchal  see  of  the  Armenian  Catho- 
lics.27 The  earlier  history  of  this  manuscript  is  not  known;  it  entered  the  Freer 
Gallery  of  Art  in  1950. 

Contents  and  list  of  illustrations: 

Fols.  lv-2.  Letter  of  Eusebius  {figs.  9,  10)  and  colophon  dated  1897. 

Fol.  3.   Symbolic  interpretation  of  the  Canon  tables  (see  Appendix,  pp.  103-104). 

Fols.  3v-4.  Canon  tables  1  and  2. 

Fols.  4v-5.  Continuation  of  symbolic  interpretation. 

Fols.  5v-6.  Canon  tables  3-5  {figs.  11, 12). 

Fol.  6v.  End  of  symbolic  interpretation  and  brief  notice  on  Matthew. 

Fol.  7.  Canon  tables  7  and  8. 

Fols.  7v-8.  Brief  notices  on  Luke  and  John. 

Fols.  8v-9.  Canon  tables  9  and  10  {figs.  15-16). 

Fol.  lOv.  Portrait  of  Matthew  {fig.  17).  The  gold  of  the  background  has  flaked  off,  revealing  the  red 
underpainting ;  traces  of  the  Evangelist's  name,  written  above  his  head,  are  still  visible.  A  later  hand 
has  added  black  lines  below  Matthew's  right  thigh  and  on  the  draperies.  The  first  word  of 
Matthew's  Gospel  is  written  on  the  paper  placed  on  the  Evangelist's  knees. 

Fols.  ll-77v.  Gospel  of  Matthew  {fig.  18). 

Fol.  78v.  Portrait  of  Mark  {fig.  19).  The  colors  of  the  hair  and  beard  have  flaked  off  in  part,  also  the 
gold  of  the  background,  revealing  the  red  underpainting.  No  trace  of  the  Evangelist's  name  remains. 
A  later  hand  has  again  drawn  black  lines  below  Mark's  right  thigh  and  the  hem  of  his  mantle.  The 


See  Appendix,  pp.  104-105. 
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first  words  of  his  Gospel  are  written  on  the  book  placed  on  the  lectern  and  continue  on  the  paper 
resting  on  his  knees. 
Fols.  79-128v.  Gospel  of  Mark  {fig.  20). 

Fol.  100.  Transfiguration  {fig.  14).  Inscription  in  red  letters  above  the  frame:  "Transfiguration  of 
the  Lord." 

Fol.  129v.  Portrait  of  Luke  {fig.  21).  The  gold  of  the  background  has  partly  flaked  off;  traces  of  the 
Evangelist's  name,  written  above  his  head,  are  still  visible.  A  later  hand  has  reinforced  the  circular 
line  of  the  nimbus  and  has  added  black  lines  below  Luke's  thigh,  as  in  the  preceding  portraits. 

Fols.  130-218v.  Gospel  of  Luke  {fig.  22). 

Fols.  132v.  Annunciation  {fig.  13).  Inscription  in  red  letters  above  the  frame:  "Annunciation  to  the 

Theotokos."  The  gold  ground  and  some  of  the  colors,  in  particular  those  of  the  Virgin's  mantle 

and  throne,  have  flaked  off. 
Fol.  219v.  Portrait  of  John  {fig.  23).  The  gold  ground  has  flaked  off;  John's  name  is  still  visible, 

written  above  his  head.  The  first  two  words  of  his  Gospel  are  written  on  the  paper  resting  on  his 

knees. 

Fols.  220-270.  Gospel  of  John  {fig.  24). 

STUDY  OF  THE  ILLUSTRATIONS 
There  are  only  two  Gospel  scenes  in  the  manuscript  but  originally  there  were 
also  others.  A  leaf  has  been  cut  off  between  folios  136  and  137  leaving  a  stub  on 
the  lower  part  of  which  can  be  seen  a  narrow  red  band  similar  to  the  frames  of  the 
Transfiguration  and  the  Annunciation.  Since  no  part  of  the  text  is  missing  there 
must  have  been  a  full-page  miniature  here,  probably  representing  the  Nativity, 
for  the  account  of  Christ's  birth  (Luke  2:  2-9)  is  written  on  folio  137.  As  noted 
above,  the  two  remaining  miniatures  are  added  to  the  quaternion  and  the  reverse 
of  the  folio  is  left  blank ;  one  cannot  therefore  determine  how  many  miniatures  were 
removed  when  the  manuscript  was  rebound.  However,  taking  into  consideration 
the  scenes  usually  represented  in  Armenian  manuscripts  and  the  lacunae  in  the 
Freer  Gospel,  one  may  suppose  that  some,  if  not  all,  of  the  following  miniatures 
were  cut  off,  together  with  the  text  pages:  Holy  Women  at  the  Sepulchre  (after 
fol.  77,  Matthew  24:  24  to  end)  ;  Crucifixion  or  Descent  from  the  Cross  (after 
fol.  214,  Luke  23:39-53) ;  Entry  into  Jerusalem  or  Washing  of  the  Feet  (after 
fol.  256,  John  12:23-13:  11) ;  Pentecost  or  Betrayal  (after  fol.  259,  John  14:  12- 
18 :  22)  ;  Crucifixion  or  Incredulity  of  Thomas  (after  fol.  260,  John  18 :  34-21 :  10) . 
Other  miniatures  may  have  been  cut  off  without  removing,  at  the  same  time,  any 
part  of  the  text,  as  it  was  done  in  the  case  of  the  missing  leaf  between  folios  136 
and  137. 

The  full-page  miniatures  have  a  monumental  character.  The  figures,  seated 
or  standing  in  erect  attitudes,  tend  to  fill  all  the  available  space.  The  interest  in 
linear  design  is  manifest  in  the  sharp  delineation  of  the  features  and  the  treatment 
of  the  draperies.  Deep  shadows  outline  the  folds;  they  emphasize  the  articulations 
of  the  limbs  while  the  white  highlights  and  smaller  folds  form  ornamental  patterns. 
But  the  stylization  is  not  carried  too  far  and  some  of  the  figures,  in  particular 
Christ,  are  carefully  modeled ;  delicate  yellow  and  reddish  lines  mark  the  folds  of 
His  white  raiment. 

There  is  an  austere  quality  in  these  representations  painted  with  beautiful 
color  harmonies.  Matthew  is  clad  in  a  light-green  tunic  and  a  grayish-blue  mantle; 
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the  tunic  of  Mark  is  violet  and  his  mantle  blue.  Luke  and  John  wear  a  blue  tunic 
and  a  grayish-lavender  mantle  {figs.  17, 19,  21,  23).  In  the  first  three  portraits  a 
wide  band,  imitating  a  marble  wall,  stretches  across  the  width  of  the  miniature, 
above  the  desk;  the  surface  is  divided  into  rectangles  and  the  "veins"  of  the 
purplish  stone  form  concentric  rosettes.  In  the  Transfiguration,  Elijah  wears  a 
yellow-ochre  tunic  and  a  greenish-brown  mantle  edged  with  a  blue  herringbone 
motif ;  Moses  wears  a  dark-violet  mantle  over  his  light-green  tunic  {fig.  14) .  Some 
of  these  colors  are  repeated  in  the  garments  of  the  Apostles  outlined  against 
lavender,  yellow-ochre,  and  blue  hillocks:  Peter,  on  the  left,  is  clad  like  Moses; 
John's  tunic  is  blue  and  his  mantle  purple;  James,  on  the  extreme  right,  wears  a 
lavender  mantle.  The  nimbuses  of  all  three  Apostles  are  painted  yellow  instead  of 
being  gold  as  in  all  the  other  figures.  In  the  Annunciation,  Gabriel  wears  a  light- 
blue  tunic  and  a  light-purple  mantle,  while  the  tunic  and  mantle  of  the  Virgin  are 
a  darker  blue  and  a  deeper  purple  {fig.  13). 

Blues  and  greens,  enlivened  by  occasional  touches  of  red,  predominate  in  the 
floral  ornaments  of  the  Canon  tables  and  the  arches  drawn  above  the  seated  Evan- 
gelists. The  same  colors  are  also  used  in  the  marginal  designs  and  ornate  initials. 

The  sloping  angular  erkat'agir  in  which  the  text  is  written  appears  in  dated 
manuscripts  as  early  as  the  year  973  and  continues  to  be  used  until  the  middle  of 
the  13th  century,  but  it  is  particularly  characteristic  of  the  manuscripts  written 
during  the  second  half  of  the  12th  century  in  Cilicia  and  in  centers  artistically  con- 
nected with  this  region,  such  as  Sebastia,  Erzinjan,  and  Edessa.28  The  elegance 
and  regularity  of  the  script  of  the  Freer  Gospel  point  to  Cilicia  and  to  the  12th 
century. 

Through  the  style  and  iconography  of  the  miniatures,  the  types  of  initials  used 
for  the  first  letter  of  each  Gospel,  the  ornamental  motifs  as  well  as  the  paleography, 
the  present  example  is  closely  related  to  the  Gospels  of  Jerusalem,  No.  1796,  and 
Venice,  Mekhitharist  Library,  No.  141,  and  to  a  slightly  lesser  degree  to  Venice, 
Mekhitharist  Library,  No.  888.29  The  draperies  of  the  Evangelists  {figs.  17,  19, 
21,  23)  are  treated  in  the  same  manner  in  the  Freer  Gospel  and  in  Jerusalem,  No. 
1796  {fig.  352).  In  both  manuscripts  the  shoulder  articulation  is  emphasized  by 
drawing  a  pointed  oval  which  ends  in  the  hollow  of  the  bent  arm;  circular  lines 
stress  the  hip ;  the  bulging  knees,  also  outlined  by  a  pointed  oval,  form  a  sharp  angle 

28  G.  Hovsep'ian,  Album  of  Armenian  Paleography;  see  fig.  37  for  the  manuscript  of  973  (Erevan 
No.  2684)  and,  for  later  examples,  figs.  38,  42,  43,  49,  50,  56,  58,  61,  64,  69,  72-74. 

29  In  Jerusalem  No.  1796  there  are  two  full-page  miniatures  in  addition  to  the  portraits  of  the 
Evangelists:  fol.  88v,  Holy  Women  at  the  Sepulchre  and  Christ  appearing  to  them;  fol.  280v,  Christ 
and  the  Donor  (fig.  353).  In  Venice  No.  141  there  remain  the  portrait  of  Luke,  on  fol.  121  v,  and  the 
following  scenes,  introduced  into  the  text:  fol.  66,  Last  Judgment;  fol.  77,  Holy  Women  at  the  Sepul- 
chre; fol.  124,  Annunciation;  fol.  195,  Harrowing  of  Hell;  fol.  232,  Raising  of  Lazarus;  fol.  257,  Incre- 
dulity of  Thomas.  The  portrait  of  Luke,  the  Harrowing  of  Hell,  the  Holy  Women  at  the  Sepulchre,  the 
Last  Judgment  and  the  opening  page  of  the  Gospel  of  John  are  reproduced  in  Pazmaveb,  Venice,  1935, 
Nos.  9-12  (Sept.-Dec),  pp.  328-336,  figs.  17-21.  For  Venice  No.  888,  see  S.  Der  Nersessian, 
Manuscrits  armeniens  illustres  des  Xlle,  Xllle  et  XIV e  siecles  de  la  Bibliotheque  des  Peres  Mekhi- 
tharistes  de  Venise,  Paris,  1937,  pp.  87-102,  pis.  XXXIV-XXXIX,  figs.  69-85. 
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with  the  line  of  the  leg;  the  lower  edge  of  the  mantle  consists  of  a  diagonal  band 
which  cuts  across  the  vertical  folds.  The  linear  design  is  more  accentuated  in  the 
Freer  manuscript  and  the  Evangelists  sit  in  a  more  erect  position,  but  the  similari- 
ties noted  above,  as  well  as  that  of  the  facial  types,  are  sufficient  to  indicate  that  the 
Freer  and  Jerusalem  manuscripts  are  products  of  the  same  artistic  school,  though 
not  the  work  of  the  same  artist.  In  Venice  No.  141  we  have  similar  Evangelist 
types  but  a  slightly  more  plastic  treatment  (fig.  351)  ;  however,  the  Annunciation 
scene  in  this  manuscript  follows  the  same  iconographic  type  as  that  of  the  Freer 
manuscript. 

In  the  Freer  Gospel  {figs.  18, 20, 22, 24) ,  in  Jerusalem  No.  1796,  and  in  Venice 
No.  888,80  a  scroll  is  drawn  inside  or  at  the  sides  of  the  first  letter  of  the  Gospels. 
In  the  Freer  Gospel,  in  Jerusalem  No.  1796  (fig.  354),  and  in  Venice  No.  141  the 
symbol  of  Mark  is  inside  the  initial;  these  last  two  manuscripts  also  add  the  symbol 
next  to  the  initials  of  the  other  three  Gospels,  an  iconographic  type  which  occurs 
in  Cilician  manuscripts  of  the  beginning  of  the  12th  century.31  In  Venice  No.  141, 
as  in  the  Freer  Gospel,  contrary  to  the  common  practice  at  this  time,  the  portraits 
of  Eusebius  and  Carpianus  do  not  appear  in  the  decorative  arcades  which  frame 
the  Letter.  In  all  the  manuscripts  of  this  group  the  marginal  ornament  of  the 
first  page  of  each  Gospel  is  relatively  small,  and  it  is  surmounted  by  the  same  type 
of  cross  with  flaring  arms. 

Unfortunately,  the  colophons  being  lost,  the  exact  date  and  provenance  of 
these  manuscripts  is  not  known,  but  they  can  all  be  assigned  to  Cilicia  and  to  the 
latter  part  of  the  12th  century  because  of  their  affinities  with  a  collection  of  the 
prayers  of  Gregory  of  Narek,  written  in  1173  at  the  monastery  of  Skevra,  in  the 
western  part  of  Cilicia  (Erevan,  Matenadaran,  No.  1568).  The  elegant  sloping 
erkat'agir  resembles  the  script  of  the  Freer,  Jerusalem,  and  Venice  manuscripts; 
the  style  of  the  four  portraits  of  Gregory  of  Narek,  writing,  standing  full  face,  or 
praying  to  Christ  (fig.  349) ,  is  closely  related  to  that  of  these  same  manuscripts,  in 
particular  to  the  Jerusalem  and  Venice  Gospels.32  We  find  the  same  degree  of 
stylization;  the  same  method  of  delineating  the  features  or  of  indicating  the  folds 
of  the  draperies;  the  same  facial  type  of  Christ  with  a  slightly  aquiline  nose  and  a 
short  forked  beard. 

The  scribe  Grigor,  the  illustrator  of  Erevan  No.  1568,  has  been  considered  as 
a  representative  of  the  scriptorium  of  Skevra  since  he  was  at  work  there  in  1173, 

30  S.  Der  Nersessian,  op.  cit.,  figs.  70,  72,  and  74. 

31  J.  Strzygowski,  Kleinarmenische  Miniaturenmalerei.  Die  Miniaturen  des  Tubinger  Evangeliars 
Ma  XIII.l  vom  J.  1113,  bezw.  893  n.  Chr.,  Tubingen,  1907,  pis.  VII-X.  Erevan,  Matenadaran, 
No.  7737:  L.  Azarian,  "The  Significance  of  Drazark  in  Cilician  Miniature-painting"  (in  Armenian), 
Akad.  Nauk  Arm.  SSR.  Izvestiia,  1957,  fasc.  5,  pp.  95-106,  figs.  4,  6;  L.  Durnovo,  Miniatures 
armeniennes,  p.  75. 

32  L.  Azarian,  "The  'Narek'  copied  in  1173  and  the  School  of  Miniaturists  of  Skevra"  (in 
Armenian),  Banber  Matenadarani,  4  (1958),  pp.  83-110,  figs.  1-6;  L.  Durnovo,  op.  cit.,  pp.  80-81.  The 
portrait  of  St.  Gregory  standing,  dressed  as  a  bishop  (L.  Azarian,  op.  cit.,  fig.  5),  differs  from  the  other 
portraits  and  may  have  been  painted  by  a  different,  though  contemporary,  scribe.  The  greater  degree  of 
stylization  relates  it  more  closely  to  the  miniatures  of  the  Freer  Gospel. 
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when  he  also  illustrated  a  Gospel  formerly  at  Amida.88  However,  a  sentence  in 
the  colophon  of  this  Gospel  clearly  indicates  that  he  was  not  a  regular  member  of 
this  monastery.  Grigor  thanks  Nerses  of  Lambron,  who  had  provided  the  model 
which  he  copied  and  who,  he  adds,  "offered  an  habitation  to  my  feebleness  at  his 
own  monastery  of  Skevra."  84  We  know  from  the  colophon  of  a  Gospel,  formerly 
at  Tokat,  that  Grigor  had  been  at  Hromkla  before  coming  to  Skevra  and  that  he 
returned  to  the  patriarchal  see  after  what  was,  probably,  a  brief  sojourn  at  Skevra. 
According  to  the  colophon,  this  Gospel  had  been  commissioned  by  the  Catholicos 
Nerses  the  Graceful  and  was  virtually  completed  at  the  time  of  the  Catholicos's 
death  in  May  1173.  The  following  year,  at  the  request  of  Nerses's  successor,  the 
Catholicos  Gregory,  Grigor  finished  his  work  and  bound  the  manuscript.35 

Since  Grigor  worked  at  both  Skevra  and  Hromkla,  further  evidence  is  neces- 
sary before  the  above-mentioned  manuscript,  stylistically  allied  to  his  work,  can  be 
assigned  with  certainty  to  one  or  the  other  of  these  two  centers.  But  for  a  number 
of  reasons  we  are  inclined  to  decide  in  favor  of  Hromkla. 

The  only  surviving  illustrated  manuscript  of  the  12th  century  known  to  have 
been  written  at  Hromkla  is  a  Gospel  dated  1 166,  Erevan,  Matenadaran,  No.  7347.88 
The  crudely  drawn  portraits  of  the  Evangelists  are  the  work  of  a  scribe  very 
inferior  in  skill  to  Grigor,  or  to  the  illustrators  of  the  allied  manuscripts.  How- 
ever, the  iconographic  type  of  the  donor  portrait  is  almost  identical  with  the  one 
in  the  Jerusalem  Gospel,  No.  1796  (fig.  353).  In  both  manuscripts  Christ  is 
seated  on  a  high  throne  and  the  donor  stands  lower  down,  on  the  left,  slightly 
bending  as  he  presents  the  manuscript  he  had  commissioned.  The  ornamental 
designs  of  the  Erevan  Gospel  are  superior  to  the  figure  representations  and  offer 
some  points  of  similarity  with  the  work  of  Grigor  and  our  group  of  manuscripts. 
Unfortunately  the  two  Gospels  illustrated  by  Grigor  are  now  lost  and  only  the 
first  page  of  Mark  from  the  Gospel  formerly  at  Tokat  is  known  through  a 
reproduction,  but  this  page  closely  resembles  the  corresponding  one  in  the  Gospel 
of  Erevan  of  A.D.  1166.37  The  general  design  of  the  headpiece  is  the  same;  in 
both  manuscripts  the  initial  is  formed  by  an  interlacing  band  interrupted  by  two 
lion  heads,  and  the  lion,  the  symbol  of  Mark,  is  drawn  above  the  second  column 
of  text,  the  body  facing  to  the  right  and  the  head  turned  to  the  left.  The  same 
type  of  initial  is  used  in  the  Freer,  Jerusalem,  and  Venice  manuscripts.  In  the 
Gospel  of  A.D.  1166,  the  angel,  the  symbol  of  Matthew,  is  depicted,  half  kneeling, 
next  to  the  initial,  as  in  the  Jerusalem  manuscript;  the  symbols  of  Mark,  Luke 

33  L.  Azarian,  op.  cit.,  pp.  86-87.  The  Gospel  formerly  at  Amida  was  begun  during  the  primacy  of 
Nerses  the  Graceful  and  must  have  been  completed  in  the  last  months  of  1173,  for  the  accession  of  the 
Catholicos  Gregory  is  recorded  in  the  colophon:  G.  Hovsep'ian,  Colophons,  cols.  445-448. 

34  G.  Hovsep'ian,  op.  cit.,  col.  446. 
36  Ibid.,  cols.  453-460,  fig.  26. 

36  Ibid.,  cols.  389-394;  L.  Azarian,  op.  cit.,  figs.  7-8,  11. 

37  G.  Hovsep'ian,  op.  cit.,  fig.  26.  T.  Izmailova  has  recently  published  a  reproduction  of  the  first 
page  of  the  Gospel  of  Luke  which  also  resembles  the  corresponding  page  of  the  Gospel  of  Erevan, 
No.  7347,  "Murganskii  obrazets  v  armianskoi  miniatiurnoi  zhivopisi,"  Trudy  gosudarstvennogo  Ermi- 
tazha.  Kul'tura  i  iskusstvo  narodov  Vostoka,  V  (1961),  pp.  76-97,  fig.  14. 
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and  John  are  drawn  above  the  second  column  of  text  {fig.  350).™  However,  in 
the  manuscripts  written  at  Skevra  and  in  the  neighboring  monastery  of  Mlich  at 
the  end  of  the  12th  century,  we  no  longer  find  the  ornate  initials;  instead,  the 
letters  are  formed  by  the  symbol  of  the  Evangelist,39  whereas  the  scribes  of 
Hromkla  continue  to  use  these  ornate  letters  well  into  the  middle  of  the  13th 
century.40 

Indirect  evidence  for  the  style  practiced  at  Hromkla  during  the  latter  half 
of  the  12th  century  and  for  assigning  the  Freer  Gospel  to  this  scriptorium  may 
be  derived  from  a  Syriac  manuscript  written  at  the  turn  of  the  century,  Paris 
syr.  356.41  The  scribe  Joshua  (Iso)  has  been  convincingly  identified  with  a  native 
of  Castrum  Romanum,  that  is  Hromkla,  who  became  the  patriarch  of  the  Jacobite 
Syrians  in  1208,  and  who  has  signed  two  manuscripts  written  in  1190  and  1192  in 
the  vicinity  of  Edessa,  south  of  Hromkla.42  The  Evangelist  portraits  of  the  Paris 
manuscript  No.  356,  grouped  on  a  single  page,  are  almost  identical  in  facial  type 
as  well  as  figure  style  with  those  of  the  Freer  Gospel ;  in  fact  the  stylistic  connec- 
tion between  these  two  sets  of  paintings  is  even  closer  than  that  between  the 
illustrations  of  the  Freer  Gospel  and  those  of  the  Armenian  allied  manuscripts 
mentioned  above.  Joshua  must  have  received  his  training  in  his  native  city  of 
Hromkla  where  there  was  an  important  Syrian  colony.  This  is  suggested  not 
only  by  the  affinities  with  the  Armenian  manuscript  but  also  by  the  stylistic 
differences  between  the  miniatures  of  Paris  syr.  356  and  those  of  Syriac  manu- 
scripts produced  in  other  centers.43 

88  L.  Azarian,  op.  cit.,  fig.  11 ;  Izmailova,  op.  cit.,  figs.  5,  7,  9. 

39  Venice,  Mekh.  Libr.,  No.  1635,  dated  1193:  S.  Der  Nersessian,  Manuscrits  armeniens,  pis. 
XIV,  XV,  XVII;  N.  Akinian,  "Das  Skevra-Evangeliar  vom  Jahre  1197,  aufbewahrt  im  Archive  der 
armenischen  Erzbistums  Lemberg,"  Materialen  zur  Geschichte  der  armenischen  Kunst,  Paldographie  und 
Miniaturmalerei  (in  Armenian  with  German  title  and  summary),  II,  Vienna,  1930. 

40  See  below,  codex  No.  44.17. 

41  J.  Leroy,  "Le  manuscrit  syriaque  356  de  la  Bibliotheque  nationale,  sa  date  et  son  lieu  de 
composition,"  Syria,  XXIV  (1944-45),  pp.  194-205,  pi.  XVI. 

42  Ibid.,  pp.  201-205. 

43  Leaving  aside  the  Lectionaries  of  the  Vatican  and  the  British  Museum,  which  are  influenced  by 
the  style  of  Muslim  miniatures,  one  may  mention,  as  an  example,  Paris  syr.  355  written  at  Melitene  (H. 
Omont,  "Peintures  d'un  evangeliaire  syriaque  du  Xlle  ou  Xllle  siecle,"  Monuments  Pioi,  XIX 
(1911),  pp.  201-210,  pis.  XVI-XX).  The  Evangelist  portraits  of  the  Bible  at  the  University  Library 
of  Cambridge,  Oo  1  and  Oo  2,  bear  some  resemblance  to  those  of  Paris  syr.  356,  a  resemblance  noted  by 
J.  Leroy  who,  because  of  the  presence  of  Greek  and  Armenian  transcriptions,  suggests  that  the  Bible 
may  have  been  written  in  a  region  close  to  Armenia,  like  Melitene,  or  one  of  the  frontier  cities  where 
"sans  etre  completement  ignores,  le  grec  et  l'armenien  etaient  mal  connus"  (J.  Leroy,  "Le  cycle  icono- 
graphique  de  la  'Buchanan  Bible,'  manuscrit  syriaque  de  la  Bibliotheque  de  l'Universite  de  Cambridge," 
Cahiers  archeologiques,  VI  [1952],  p.  124;  the  portraits  of  the  Evangelists  are  on  pi.  XXXIV).  The 
miniatures  of  the  Lectionary  of  the  Syrian  Orthodox  Convent  of  St.  Mark,  in  Jerusalem,  written  in  1222 
at  the  Convent  of  the  Mother  of  God  in  the  holy  mountain  of  Edessa,  show  a  later  development  of  the 
style  of  Paris  syr.  356  (William  H.  P.  Hatch,  Greek  and  Syrian  Miniatures  in  Jerusalem,  Cambridge 
[Mass.],  1931,  pis.  LXIV-LXXI).  One  can  note,  however,  certain  affinities  between  the  composition 
of  the  Harrowing  of  Hell  (pi.  LXVIII)  and  the  same  scene  in  Venice  No.  141  (Pazmaveb,  fig.  18)  ; 
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The  scriptorium  of  Hromkla,  which  was  to  become  the  leading  artistic  center 
of  Cilicia  in  the  second  and  third  quarters  of  the  13th  century,  was  therefore 
already  active  in  the  preceding  century.  The  style  developed  at  this  time  followed 
the  Byzantinizing  trend  which  can  be  seen  in  the  luxury  Gospels  produced  in 
Armenia  proper  during  the  11th  century,  such  as  the  Gospel  of  King  Gagik  of 
Kars  and  the  "Trebizond"  Gospel,  but  the  Cilician  miniatures  show  a  greater 
interest  in  linear  designs  than  in  plastic  forms.  The  comparison  of  the  Annun- 
ciation and  the  Transfiguration  of  the  Freer  manuscript  with  the  corresponding 
scenes  in  the  "Trebizond"  Gospel  brings  out  the  similarities  and  the  differences.44 
The  iconographic  type  of  the  Annunciation  is  the  same  in  both  manuscripts:  the 
Virgin  stands  in  front  of  her  seat  which  has  no  back,  holding  in  her  left  hand  the 
wool  she  had  been  spinning.  She  raises  the  right  hand,  palm  outward,  and  her 
head  is  slightly  bent  as  she  listens  to  the  words  of  the  archangel  without  looking 
at  him.  The  stylistic  differences  are  particularly  apparent  in  the  treatment  of  the 
archangel.  In  the  "Trebizond"  Gospel  Gabriel  approaches  in  a  rapid  movement; 
the  bold  modeling  brings  out  the  full  forms  of  the  figure,  and  stresses  the  soft 
feathers  of  the  wings.  In  the  Freer  manuscript,  Gabriel,  more  slender,  stands  erect, 
heavy  lines  outline  the  folds  of  the  mantle  and  the  rigid  wings  have  a  metallic 
appearance.  In  the  Transfiguration  the  large  circular  mandorla  drawn  around 
Christ  also  passes  behind  Elijah  and  Moses,  a  type  which  differentiates  these 
two  miniatures  from  the  one  used  by  later  Cilician  artists  who  prefer  the  oval 
mandorla,  which  does  not  touch  the  side  figures.  But  in  the  "Trebizond"  Gospel 
the  mandorla,  shaded  a  delicate  blue,  has  the  transparent  quality  of  an  aureole 
of  light,  while  in  the  Freer  manuscript  the  mottled  blue  surface,  edged  with  a 
wide  dark-blue  band,  produces  the  impression  of  a  flat  disk.  Similar  differences 
may  be  noted  in  the  attitudes  of  all  the  figures,  and  in  the  representation  of  the 
mountains  which  are  treated  with  a  greater  degree  of  naturalism  in  the  "Trebizond" 
Gospel  and  reduced  to  conventional  patterns  in  the  Freer  manuscript. 

The  scribes  of  Hromkla  refer  to  the  choice  manuscripts  which  had  been 
assembled  at  the  patriarchal  see  by  the  learned  prelates ;  among  these  must  have 
figured  some  of  the  fine  copies  executed  in  the  11th  century.  The  "Trebizond" 
Gospel  itself  appears  to  have  passed  into  the  hands  of  a  Cilician  nobleman, 
probably  in  the  12th  century.45  We  have  more  definite  information  about  another 
important  manuscript,  a  Gospel  written  and  illustrated  in  1066  at  Sebastia,  where 
King  Senek'erim  of  Vaspurakan  had  settled  after  ceding  his  kingdom  to  the 

and  the  representation  of  the  Transfiguration  in  the  Syrian  Lectionary  (pi.  LXXI)  and  in  the  Freer 
Gospel  (fig.  14). 

44  K.  Weitzmann,  "Die  armenische  Buchmalerei  des  10.  und  beginnenden  11.  Jahrhunderts,"  Istan- 
buler  Forschungen,  4,  Bamberg,  1933,  figs.  47,  48.  The  delicate  modeling  of  the  original  is  partly  lost 
in  the  reproduction. 

45  The  following  sentence  is  written  in  ancient  bolorgir  on  fol.  298v:  "Sir  Baron,  servant  of  God 
(and)  of  this  Gospel.  Amen."  (B.  Sarghissian,  Grand  Catalogue  des  manuscrits  armeniens  de  la  Biblio- 

theque  des  PP.  Mekhitharistes  de  Saint-Lazare,  vol.  I,  Venice,  1914,  col.  485.)  The  author  of  the 
Catalogue  remarks  that  the  titles  "Sir"  and  "Baron"  were  borne  by  the  princes  of  Cilicia  from  the 
beginning  of  the  First  Crusade  to  1198. 


ARMENIAN  MANUSCRIPTS— DER  NERSESSIAN 


15 


Byzantine  emperor.  We  learn  from  the  colophons  that  this  Gospel,  now  at  Erevan, 
Matenadaran,  No.  311,  belonged  at  one  time  to  the  Catholicos  Nerses  the  Graceful 
who  presented  it  to  his  nephew  Grigoris.  The  latter  had  it  rebound  and,  in  turn, 
gave  it  to  Baguran,  the  grandson  of  Het'um  I,  lord  of  the  fortress  of  Lambron,  to 
which  the  monastery  of  Skevra  was  attached.*6 

Codex  No.  33.5  showed  us  an  example  of  the  group  portraits  of  Evangelists, 
a  modification  of  the  earlier  iconographic  type.  But  in  other  manuscripts  of  the 
11th  century  the  seated  Evangelist,  writing  or  meditating,  represented  at  the 
beginning  of  his  Gospel,  had  already  replaced  the  standing  figures  placed  at  the 
beginning  of  the  manuscript,  and,  with  rare  exceptions,  it  became  the  standard 
type  in  Armenian  as  in  Byzantine  manuscripts.  In  the  Freer  Gospel  the  Evange- 
lists are  seated  under  an  ornate  arch  inscribed  in  the  rectangular  frame  {figs.  17 , 
19,  21,  23)  ;  this  is  a  survival  and  a  transformation  of  the  free-standing  arch  drawn 
around  the  standing  Evangelists  in  the  manuscripts  of  the  10th  century.  This 
transformation  already  appears  in  Cilicia  in  the  early  12th  century  in  the  Gospel 
of  Tubingen,  Ma  XIII. 1,  dated  1113,  and  in  Erevan,  Matenadaran,  No.  7737, 
which  is  almost  a  replica  of  the  Tubingen  manuscript.47  In  one  of  the  miniatures 
of  the  "Narek"  of  Erevan,  No.  1568,  Gregory  of  Narek,  dressed  as  a  bishop, 
stands  under  a  similar  arch.48 

The  decorations  of  these  arches  in  the  Freer  Gospel,  those  of  the  Canon 
tables  and  headpieces,  are  relatively  simple  and  the  range  of  ornamental  motifs  is 
fairly  restricted.  This  simplicity  is  also  characteristic  of  the  other,  allied  manu- 
scripts, especially  when  compared  with  the  decorations  of  the  luxury  manuscripts 
of  the  1 1th  century,  or  those  which  were  written  at  Skevra  in  the  last  decade  of  the 
12th  century.  On  the  pages  which  have  the  Canon  tables  only  a  large  tree  is  drawn 
next  to  the  outer  column  and  there  are  no  ornaments  next  to  the  rectangle.  The 
ornamental  designs  consist  of  simple  geometric  and  floral  motifs.  Above  the 
rectangles  two  birds  stand  at  the  sides  of  a  floral  motif,  and  these  birds,  which  vary 
from  one  page  to  the  other,  are  very  boldly  drawn  {figs.  9-12,  15-16). 

On  the  opening  page  of  Matthew  the  cross  is  raised  on  a  heavy  column  instead 
of  the  usual  floral  interlace ;  a  small  scroll  with  birds  perching  on  the  leaves  takes 
the  place  of  the  capital  {fig.  18).  The  headpiece  of  the  Gospel  of  Luke  {fig.  22) 
is  decorated  with  an  acanthus  whorl  and  birds  perching  on  the  bunches  of  grapes ; 
the  ornaments  of  the  other  headpieces  consist  of  simple  floral  and  geometric  designs 
{figs.  20, 24). 

Many  of  the  marginal  ornaments  are  plain,  colored  bands,  drawn  around  the 

46  G.  Hovsep'ian,  Colophons,  cols.  247-250,  411-412,  575-580. 

47  J.  Strzygowski,  op.  cit.,  pis.  VII,  IX,  X;  L.  Azarian,  op.  cit.,  in  Akad,  Nauk  Arm.  SSR.  lzvestiia, 
1957,  fasc.  5,  p.  101,  figs.  3  and  5  ;  L.  Durnovo,  Miniatures  armeniennes,  pp.  77,  79. 

48  L.  Azarian,  op.  cit.,  in  Banber  Matenadarani,  4  (1958),  fig.  5.  This  type  of  frame  around  an 
Evangelist  portrait  also  occurs  in  manuscripts  of  Great  Armenia,  for  instance  in  a  Gospel  written  in 
1181  at  the  Monastery  of  Horomos,  near  Ani  (Venice,  Mekh.  Libr.,  No.  961)  and  in  the  "T'argman- 
tchats"  Gospel  of  the  year  1232  (Erevan,  Matenadaran,  No.  2743;  A.  Tchobanian,  Roseraie  d'  Armenie , 
III,  p.  80  h.t.). 
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pericope  numbers,  with  a  small  floral  motif  or  a  small  tree  rising  from  it.  But 
there  are  also  a  number  of  more  elaborate  designs,  sometimes  with  birds  perched 
on  them  or  introduced  inside  the  ornament  [figs.  25-32).  Only  a  few  of  these 
marginal  ornaments  have  a  relation  to  the  text:  cocks  are  painted  on  folios  124v 
(fig.  28)  and  211  next  to  the  Denial  of  Peter;  a  cross  on  folio  126,  next  to  the 
reading  of  the  Crucifixion  in  the  Gospel  of  Mark.  On  folio  260  the  cross  painted 
next  to  the  pericope,  which  begins  with  John  18:  28,  is  combined  with  the  cock, 
for  the  Denial  of  Peter  is  mentioned  in  the  preceding  verse  (fig.  32).  On  folio 
67v  (fig.  25)  a  tree  is  drawn  next  to  the  pericope  of  the  healing  of  the  blind  men 
of  Jericho  (Matthew  20:  29). 

The  text  written  on  folios  3,  4v-5,  and  6v,  by  the  same  hand  as  the  rest  of  the 
manuscript,  is  a  symbolic  interpretation  of  the  decorations  of  the  Canon  tables 
depicted  on  the  reverse  of  these  same  folios.49  The  author's  name  is  not  given,  but 
in  the  majority  of  manuscripts  this  text,  which  begins  with  the  words :  "Worthy 
of  great  admiration,  awe-inspiring  glory  of  the  words  adorned  for  our  use,"  is 
attributed  to  Step'annos  Bishop  of  Siunik'.50  Step'annos  was  one  of  the  learned 
clerics  of  the  eighth  century,  and  a  number  of  his  writings  have  survived :  homilies, 
commentaries  on  books  of  the  Old  and  New  Testament,  hymns,  and  so  forth.  He 
had  studied  in  Constantinople,  where  he  became  acquainted  with  the  patriarch 
Germanos,  and  he  translated  some  of  the  writings  of  Nemesius  and  of  Dionysius 
the  pseudo-Areopagite. 

This  symbolic  interpretation  differs  in  many  respects  from  a  similar  text 
which  forms  part  of  the  introduction  to  the  Commentary  on  the  Gospel  of  Matthew 
composed  by  Nerses  the  Graceful  in  the  12th  century.51  The  latter  begins 
with  a  general  explanation  of  the  Canons.  The  first  Canon  is  the  one  in  which  the 
divinity  resides  in  unapproachable  light.  The  second  and  third  are  devoted  to  the 
angels.  The  fourth  is  an  image  of  the  garden  of  Eden,  the  fifth  of  Noah's  ark.  The 
sixth  Canon  is  a  figure  of  the  altar  of  Abraham;  the  seventh  and  eighth  represent 
the  holy  of  holies  and  the  altar  of  Moses,  and  the  ninth  the  altar  of  Solomon.  The 
last  Canon,  the  most  perfect  and  filled  with  truth,  is  an  image  of  the  holy  church 
which  encompasses  all  the  mysteries.  Each  one  of  these  Canons  is  then  considered 
separately  and  symbolic  explanations  are  given  for  the  colors  and  for  the  component 
elements  of  the  decorations.52 

The  text  ascribed  to  Step'annos  of  Siunik',  written  in  an  obscure  style,  is  a  less 
systematic  interpretation  and  does  not  give  the  general  meaning  of  each  Canon 
table.  Step'annos  stresses  more  the  four  colors  that  are  used  throughout — gold,  red, 

49  See  Appendix,  pp.  103-104. 

50  G.  Srvandztiants,  T'oros  Aghbar,  I,  pp.  191-194.  See  also  the  Gospel  formerly  at  Sebastia,  No. 
60:  T'.  Gushakian,  op.  cit.,  in  Handes  Amsorya,  XXXIX  (1925),  p.  582.  This  text  is  erroneously 
attributed  to  Nerses  the  Graceful  in  a  16th-century  manuscript  of  the  British  Museum,  Or.  2707  (F.  C. 
Conybeare,  Catalogue,  p.  33). 

61  Published  in  Constantinople  in  1825,  pp.  6-12.  According  to  some  critics  the  preface  is  not  the 
work  of  Nerses  the  Graceful  but  of  Hovhannes  Erznkatsi  who  in  1316  completed  the  commentary  left 
unfinished  by  Nerses. 

52  S.  Der  Nersessian,  Manuscrits  armenlens,  pp.  58-61. 
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purple,  and  blue — giving  a  slightly  different  explanation  each  time.  Thus  the  red 
suggests  the  blood  of  the  victims;  wine  red  recalls  the  offering  of  Melchisedek ; 
blood  red  is  a  symbol  of  the  Incarnation.  In  addition  to  these  four  colors  black  is 
used,  according  to  the  interpretation,  although  it  never  occurs  in  illustrated  manu- 
scripts. This  black  tone  prevails  in  the  first  Canons,  typifying  the  veil  of  obscurity 
of  the  old  dispensation,  and  it  gradually  diminishes  as  the  coming  of  Christ 
approaches. 

It  would  be  very  interesting  for  art  historians  if  a  philologist  would  compare 
the  style  and  language  of  this  text  with  the  authentic  writings  of  Step'annos  of 
Siunik'  in  order  to  verify  the  correctness  of  the  attribution.  Although  the  author 
does  not  attempt  to  describe  the  decorative  arcades  of  the  Canon  tables,  his  inter- 
pretation must  have  been  based  on  these  compositions,  and  in  spite  of  the  vagueness 
of  the  allusions  it  would  be  possible  to  derive  some  idea  of  the  types  of  decoration 
used  in  manuscript  of  the  eighth  century,  during  a  period  which  considerably 
antedates  the  earliest  surviving  examples.  The  author  mentions  as  part  of  these 
ornate  arcades,  cocks,  peacocks,  doves,  partridges,  lilies,  pomegranates  with  their 
three  branches  joined  into  one,  and  finally  palm  trees.  All  the  birds  included  in 
this  list  occur  in  manuscripts  of  the  10th  century,  and  so  do  the  pomegranates.  It 
is  particularly  interesting  that  in  the  Etchmiadzin  Gospel  of  989  the  small  pome- 
granate twigs  branching  out  of  a  single  root  are  exactly  three  in  number.  Cypresses 
flank  the  "tempietto"  of  the  Etchmiadzin  Gospel,  and  in  the  Gospel  of  Queen 
Mlk'e  delicate  vine  stocks,  undulating  like  a  scroll,  are  drawn  at  the  sides  of  the 
Letter  of  Eusebius.53  Some  of  the  stylized  plant  forms  used  in  the  10th  century 
may  be  transformations  of  the  lily;  lilies  are  sometimes  carved  on  the  churches  of 
the  sixth  and  seventh  centuries. 

The  text  which  bears  the  name  of  Step'annos  of  Siunik'  probably  served  as  a 
model  for  the  later  redaction  of  the  symbolic  interpretation  which  forms  part  of 
the  Introduction  of  the  Commentary  on  the  Gospel  of  Matthew.  Its  earlier  date 
is  attested  by  the  fact  that  this  version  beginning  with  "Worthy  of  great  admiration" 
occurs  in  the  Gospel  of  Erevan,  Matenadaran,  No.  7737,  which,  as  mentioned 
above,  is  almost  a  replica  of  the  Gospel  of  Tubingen  of  the  year  1113  and  must 
have  been  written  about  the  same  time.  The  symbolic  interpretation  is  written  on 
folios  2v  and  3,  on  the  reverse  of  the  Letter  of  Eusebius  and  by  the  same  hand.  It 
was  therefore  known  in  Cilicia  many  years  before  Nerses  the  Graceful. 


C.  Nordenfalk,  Die  sp'dtantiken  Kanontafeln,  pis.  16,  17,  24,  34. 


FGA  44.17.  FOUR  GOSPELS,  A.D.  1253 


Description. — Cream-colored  vellum,  partly  yellowed  with  age;  291  folios, 
measuring  17.5  to  18x11.5  cm.;  written  surface  24.2x16.7  cm.  Text  in  small 
angular  erkat'agir  (uncial),  of  the  transitional  type,  with  some  letters  in  bolorgir, 
written  on  two  columns  of  22  lines  each.  The  first  page  of  each  Gospel  and  the 
first  line  of  each  pericope  are  written  in  large  gold  uncials;  the  title  of  each  Gospel 
is  written  at  the  beginning  and  at  the  end  in  angular  erkat'agir  of  the  transitional 
type;  the  concordances  in  the  lower  margins,  the  numbers  of  the  verses,  and  the 
corrections  or  omissions  are  added  in  the  margins  in  bolorgir  (minuscule),  con- 
temporary with  the  text.  The  first  letter  of  each  Gospel  is  a  large,  floral  initial ; 
simple  gold  capitals  have  been  used  for  the  initials  of  the  pericopes  and  the  verses. 

The  37  quires,  usually  of  eight  leaves,  are  numbered  by  continuous  letters  of 
the  Armenian  alphabet,  written  in  erkat'agir  in  the  lower  margin  of  the  first  and 
last  page  of  each  gathering.  The  numbering  begins,  as  usual,  with  the  Gospel  of 
Matthew,  and  since  there  is  a  definite  attempt  to  begin  each  Gospel  with  a  new 
quire,  the  preceding  gathering  has  sometimes  less  and  sometimes  more  than  eight 
leaves.  The  portraits  of  the  Evangelists,  on  single  folios,  are  not  included  in  the 
numbering  of  the  quires. 

Binding. — Leather  binding  over  boards,  not  earlier  than  the  18th  century, 
decorated  with  a  stamped  floral  border  and  rectangular  and  diagonal  lines.  Silver 
studs  are  nailed  around  the  upper  half  of  the  front  cover  and,  in  the  center,  in  the 
shape  of  a  cross.  In  the  middle  of  the  cross  there  is  a  square  metal  plaque  and  on 
it  a  slightly  smaller  crystal  with  a  cruciform  groove  which  may  have  held  a  relic; 
small  oval  metal  plaques  are  nailed  at  the  sides  of  the  upper  arm  of  the  cross;  studs 
for  the  thongs  which  are  now  missing.  The  back  cover  is  also  decorated  with 
these  small  oval  plaques;  they  radiate  from  the  center. 

Condition. — Folios  289  and  290  are  in  paper,  added  probably  when  the  manu- 
script was  last  rebound.  The  conjugate  leaves  of  the  first  gathering  have  been 
separated,  and  mounted  on  paper  stubs;  the  order  has  been  disturbed:  folio  5 
should  precede  folio  3.  The  margins  have  been  trimmed  off;  the  side  margins  of 
folios  255  and  291  are  entirely  cut  off. 

History  of  the  manuscript."4' — This  Gospel  was  written  in  1253  by  the  scribe 
Hohannes,  at  the  patriarchal  see  of  Hromkla,  for  the  Catholicos  Constantine  I 
who  presented  it  to  the  monastery  of  P'os,  in  Cilicia.  In  1381  a  cleric  named  David 
bought  it  as  a  memorial  to  his  father,  the  priest  Kirakos,  to  his  daughter  Hrip'sime, 
and  all  his  relatives.  Some  time  later  (the  date  is  not  recorded) ,  the  bishop  Tiratur, 
abbot  of  the  monastery  of  Khartishar,  near  Tchemeshkadsak  (£emi§kezek),  had 
it  rebound  and  deposited  it  in  his  monastery.  In  1648  the  manuscript,  which  had 


54  See  Appendix,  pp.  105-109. 
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fallen  into  the  hands  of  the  Turks,  was  redeemed  and  presented  to  the  church  of 
St.  John  the  Baptist  (Surb  Karapet),  at  the  monastery  of  Khartishar.  In  1717 
several  residents  of  the  region  together  contributed  the  sum  of  one  pound  and  had 
the  Gospel  rebound.  Some  years  later  it  was  bound  again;  at  that  time  the  manu- 
script was  in  the  Church  of  the  Three  Children  (Three  Young  Hebrews)  in  the 
village  of  Haghtuk,  near  Khardishar,  where  it  remained  until  1884,  when  the 
learned  cleric  Garegin  vardapet  Srvandztiants  copied  some  of  the  colophons."  He 
then  took  it  to  the  Armenian  National  Library  in  Constantinople,  where  it  was 
catalogued  under  the  number  68,  and  kept  there,  at  least  until  19 1 3.5a  The  manu- 
script entered  the  Freer  Gallery  of  Art  in  1944. 

Contents  and  list  of  illustrations: 

Fols.  2v  and  5.  Letter  of  Eusebius  {figs.  33,  34).  The  colors  of  the  tree  in  the  lower  margin  of  fol.  2v 
are  partly  flaked.  Inscriptions:  fol.  2v,  in  the  lunette,  "Eusebius";  on  the  scroll,  "Eusebius  to 
Carpianus" ;  fol.  5,  in  the  lunette,  "Carpianus" ;  on  the  scroll,  "Ammonius  the  Alexandrian." 

Fols.  3v-4.  Canons  1  and  2  (figs.  35,  36).  The  colors  of  the  trees  next  to  the  columns  are  partly  flaked. 

Fols.  6v-7.  Canons  2  to  5  (figs.  37,  38).  The  trees  next  to  the  columns  on  fol.  6v  are  almost  entirely 
effaced ;  the  colors  of  the  tree  on  the  outer  margin  of  fol.  7  are  partly  flaked. 

Fols.  8v-9.  Canons  5  to  8  (figs.  39,  40). 

Fols.  10v-ll.  Canons  9  and  10  (figs.  41,  42).  The  colors  of  the  lower  ornament  in  the  outer  margin 

of  fol.  10  are  partly  flaked. 
Fols.  12v-13.  Dedicatory  inscription  (see  Appendix,  P-  105)  (figs.  43,  44). 

Fol.  14v.  Portrait  of  Matthew  (fig.  46).  Inscription:  on  the  upper  and  lower  bands  of  the  frame, 
"St.  Matthew  wrote  his  Gospel  eight  years  after  the  Ascension  of  the  Lord."  The  first  words  of  his 
Gospel  are  written  on  the  open  pages  of  the  book ;  a  later  hand  has  added  them  also,  in  notrgir,  on 
the  scroll  hanging  from  the  lectern. 

Fol.  15.  First  page  of  the  Gospel  of  Matthew  (fig.  45). 

Fols.  15-91.  Gospel  of  Matthew. 

Fol.  92v.  Portrait  of  Mark  (fig.  47).  Inscription:  on  the  upper  and  lower  bands  of  the  frame, 
"St.  Mark  wrote  his  Gospel  fifteen  years  after  the  Ascension  of  the  Lord."  The  first  words  of 
his  Gospel  are  written  on  the  open  pages  of  the  book;  a  later  hand  has  added  them,  in  notrgir,  on 
the  scroll  hanging  from  the  lectern. 

Fol.  93.  First  page  of  the  Gospel  of  Mark  (fig.  48).  Seal  under  the  headpiece;  the  name  in  Armenian 
and  Arabic  letters  is  illegible. 

Fols.  93-140v.  Gospel  of  Mark.  The  verses  9  to  20  of  the  last  chapter  are  written  separately  on 
fol.  140-140v. 

Fol.  141  v.  Portrait  of  Luke  (fig.  49).  Inscription:  on  the  upper  and  lower  bands  of  the  frame,  "St. 
Luke  wrote  his  Gospel  twenty  years  after  the  Passion  of  the  Lord."  The  first  words  of  his  Gospel 
are  written  on  the  open  pages  of  the  book ;  a  later  hand  has  added  them,  in  notrgir,  on  the  scroll 
hanging  from  the  lectern. 

Fol.  142.  First  page  of  the  Gospel  of  Luke  (fig.  50). 

Fols.  142-223v.  Gospel  of  Luke.  The  controversial  passage,  22  :  43-44,  is  omitted. 
Fols.  223v-224.  Colophons.  See  Appendix,  pp.  106-107. 

Fol.  224v.  Portrait  of  John  (fig.  51).  Inscription:  on  the  upper  and  lower  bands  of  the  frame,  "John 

55  G.  Srvandztiants,  T'oros  Aghbar,  vol.  II,  Constantinople,  1884,  pp.  357-363. 

58  G.  Hovsep'ian,  Album  of  Armenian  Palaeography,  p.  34,  No.  81;  Mesrop  Ter  Movsisian, 
"Armenian  Miniatures.  Manuscripts  written  for  the  Armenian  Kings  of  Cilicia  and  for  the  Catholicos 
Constantine  I"  (in  Armenian),  Azgagrakan  Handes,  1913,  p.  65. 


20 


FREER  GALLERY  OF  ART,  ORIENTAL  STUDIES,  NO.  6 


the  Theologian  wrote  his  Gospel  fifty-two  years  after  the  Ascension  of  the  Lord."  A  later  hand  has 
written  the  first  words  of  his  Gospel,  in  notrgir,  on  the  scroll  hanging  from  the  lectern. 
Fol.  225.  First  page  of  the  Gospel  of  John  {fig.  52). 

Fols.  225-285.  Gospel  of  John.  The  reading  on  the  woman  taken  in  adultery,  7 :53-8 :1 1,  is  added,  with 

a  separate  heading,  at  the  end  of  the  Gospel,  on  fols.  284v-285. 
Fols.  285-291.  Colophons.  See  Appendix,  pp.  106-109. 

STUDY  OF  THE  ILLUSTRATIONS 

This  fine  example  of  Cilician  art  is  one  of  the  numerous  manuscripts  written 
in  the  patriarchal  see  of  Hromkla  by  order  of  the  Catholicos  Constantine  I.67 
During  his  prelacy  (1221-67)  Hromkla  was  the  leading  artistic  center  of  Cilicia 
and  its  influence  spread  to  the  other  monastic  schools,  extending  even  beyond  the 
boundaries  of  the  kingdom. 

The  name  of  the  scribe,  Hohannes,  is  written  between  the  lines  in  smaller 
characters  than  the  rest  of  the  colophon,  but  in  contemporary  script.  One  may 
suppose  that  after  the  words  "and  I  the  unworthy  and  miserable  scribe"  (fol.  286v) 
Hohannes  omitted  to  write  his  name  through  modesty,  as  can  be  noted  sometimes 
in  other  manuscripts,  and  it  was  added  perhaps  at  the  request  of  the  donor.  Among 
the  manuscripts  written  at  Hromkla  during  this  period  only  two  others,  to  my 
knowledge,  are  signed  by  a  scribe  named  Hohannes.  The  first,  a  Gospel  written 
in  1214  (Erevan,  Matenadaran,  No.  7570)  has  two  headpieces  and  I  would  hesi- 
tate to  see  in  these  unskilled,  tinted  drawings  even  an  early  work  of  our  painter. 
The  second,  a  Gospel  in  the  Mekhitharist  Library  of  Vienna,  No.  833,  was  copied 
in  1235  for  Catholicos  Constantine  I.  The  colors  of  the  headpieces  have  faded, 
but  one  can  still  see  that  the  ornaments,  although  fairly  simple,  were  carefully 
painted.  It  seems  probable  therefore  that  the  scribe  Hohannes,  who  received  a 
commission  from  the  catholicos  in  1235,  is  the  same  person  as  the  one  who,  in 
1253,  worked  again  for  Constantine  I. 

The  ornaments  of  the  Freer  Gospel,  painted  in  brilliant  colors  against  a  gold 
background,  show  the  great  skill  of  the  artist  as  a  draughtsman  and  a  colorist.  The 
bust  figures  of  Eusebius  and  Carpianus  fill  the  lunettes  of  the  arches  above  the 
Letter  of  Eusebius  {figs.  33,  34) .  This  is  a  typically  Armenian  feature  which  does 
not  occur  in  Byzantine  or  other  East  Christian  manuscripts.  These  portraits 
appear  already  in  the  Gospel  of  Erevan,  Matenadaran,  No.  7737,  which  is  closely 
allied  to  the  Tubingen  Gospel  of  A.D.  1113,  and  they  are  invariably  used  from  the 
13th  century  on.  The  design  of  the  rectangle  of  fol.  2v  {fig.  33)  is  almost  identical 
with  that  of  the  headpiece  of  Luke  in  the  Gospel  of  A.D.  1066  (Erevan,  Matena- 
daran, No.  311)  :  sirens  are  lodged  in  the  spandrels;  the  arch  is  decorated  with  a 

87  The  following  illustrated  Gospels  written  by  order  of  the  Catholicos  Constantine  I  are  known : 
Vienna,  Mekh.  Libr.,  No.  833,  a.d.  1235;  Venice,  Mekh.  Libr.,  No.  69,  a.d.  1244;  Erevan,  Matena- 
daran, No.  7690,  a.d.  1249;  Istanbul,  Arm.  Patr.,  "Zeytun"  Gospel,  a.d.  1256;  Jerusalem,  Arm.  Patr., 
No.  251,  a.d.  1260;  Jerusalem,  Arm.  Patr.  No.  3627,  a.d.  1268.  The  next  two  Gospels  are  not  dated: 
Dublin,  Chester  Beatty  Library,  No.  558;  MS.  formerly  at  Nor  Nakhitchevan,  No.  14.  It  was  also  by 
order  of  Constantine  I  that  the  Chronicle  of  Michael  the  Syrian  was  translated  into  Armenian  in  1246: 
see  Colophon  of  Jerusalem,  Arm.  Patr.,  No.  32:  A.  Surn7?yan,  General  Catalogue,  I,  pp.  142-143. 
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double-headed  eagle  and  birds  running  in  a  floral  scroll.58  The  peacocks,  with 
intertwining  necks  around  a  cross,  and  the  birds,  perched  on  formal  trees,  repeat 
those  which  had  already  been  painted  on  the  first  page  of  the  Gospel  of  Lwow.69 
The  scribe  Hohannes  has  decorated  the  trees  flanking  the  rectangle  with  a  line  of 
Arabic  script.  The  decorative  use  of  Arabic  script  was  widespread  at  this  period. 
Imitations  of  Cufic  inscriptions  or  letters  are  carved  on  Byzantine  reliefs  or 
stamped  on  brick  on  the  facades  of  churches;  similar  ornaments  appear  later  in 
Italian  paintings.  In  Armenian  art  one  can  see  it  already  in  a  manuscript  dated  986.60 

On  fol.  5  [fig.  34),  which  originally  faced  fol.  2v,  while  retaining  the  same 
general  design,  the  artist  has  slightly  modified  some  of  the  component  elements.  The 
peacocks  stand  at  the  sides  of  a  vase  out  of  which  one  of  them  is  drinking.  This 
was  also  the  crowning  motif  of  the  headpiece  of  Luke  in  the  Gospel  of  A.D.  1066; 
it  recurs  in  the  Gospel  of  Venice,  No.  1635,  illustrated  at  Skevra  in  1193,  and  in  a 
number  of  13th-century  manuscripts.61  The  ornament  of  the  arch  consists  of  two 
small  birds  drinking  out  of  a  vase,  and  a  scroll  composed  of  half  acanthus  leaves 
with  small  birds  pecking  at  bunches  of  grapes. 

The  decorative  schemes  of  the  Canon  tables  conform  to  the  types  current  in 
the  13th  century  in  Cilicia,  and  which  had  already  been  established  in  the  preceding 
century,  as  can  be  seen  from  the  Gospel  illustrated  at  Hromkla  in  1166  (Erevan, 
Matenadaran,  No.  7347).  The  general  design  of  the  rectangles  changes  from 
one  double  page  to  the  next,  usually  in  the  same  order  as  in  the  present  manuscript. 
Two  diagonal  bands,  rising  from  segments  lodged  in  the  lower  corners,  meet  under 
a  semicircular  band  and  divide  the  surface  into  three  triangular  sections;  an  arch, 
framing  a  floral  medallion,  is  drawn  under  the  central  triangle  and  floral  motifs 
fill  the  side  triangles  [figs.  35,  36).  One  or  more  ornate  arches  are  inscribed  in 
the  rectangle  which  sometimes  has  a  wider  frame,  as  on  fol.  7  {figs.  37,  38).  The 
arch,  decorated  with  a  chevron,  is  intersected  by  a  band  rising  from  an  ornate 
medallion;  two  diagonal  bands  pass  under  the  arch  {figs.  39,  40).  The  large 
arches  are  decorated  with  the  rainbow  motif;  the  smaller  ones  with  multicolored 
disks.  Sometimes,  as  in  the  present  instance,  a  delicate  scroll  replaces  the  trees  or 
candles  which  flank  the  rectangle  {figs.  41,  42). 

With  the  exception  of  the  lion-headed  bird  in  the  lunette  of  fol.  6v,  the  wide 
bands  of  linear  interlace  on  fol.  7  {figs.  37,  38),  and  the  geometric  ornaments  of 
several  narrow  bands,  the  decoration  consists  of  floral  motifs.  But  these  foliate 
elements  are,  for  the  most  part,  subordinated  to  geometric  patterns  drawn  by  the 
stems;  these  form  hexagonal,  cross-shaped,  or  heart-shaped  frames  around  the 
three-lobed  leaves.  Natural  forms  alternate  with  imaginary  ones  in  the  motifs 
drawn  above  and  at  the  sides  of  the  Canon  tables.  Date  palms  and  pomegranate 
trees  flank  some  of  the  columns  {figs.  38-40).  On  other  pages  we  see  trees  with 

58  L.  Azarian,  op.  cit.,  in  Banber  Matenadarani,  IV  (1958),  p.  103,  fig.  12 ;  L.  Durnovo,  Miniatures 
armeniennes,  p.  65. 

59  N.  Akinian,  Das  Skevra-Evangeliar,  fig.  1. 

60  Erevan,  Matenadaran,  No.  7735:  A.  N.  Svirine,  La  miniature  dans  I'ancienne  Armenie,  p.  37. 

61  See  references  in  note  58.  S.  Der  Nersessian,  Manuscrits  armeniens,  pi.  XVII. 
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interlacing  branches  (figs.  33,  34),  treelike  motifs  composed  entirely  of  interlacing 
leaves  (figs.  41,  42),  or  branches  with  large  leaves  emerging  from  a  cornucopia 
(figs.  43,  44).  Among  the  numerous  birds  painted  on  these  and  other  pages  one 
can  recognize  peacocks,  cranes,  doves,  woodpeckers,  and  hawks;  but  fabled 
creatures  have  also  been  represented,  many  of  which  had  formed  part  of  the 
repertory,  of  Armenian  artists  for  many  centuries.  For  instance,  the  bird  with  a 
ram's  head  painted  above  the  headpiece  of  Luke  (fig.  50)  recalls  a  similar  creature 
carved  on  the  facade  of  the  church  of  Aght'amar  in  the  early  10th  century.62  The 
sirens  and  the  ancient  motifs  of  fighting  animals  (figs.  33,  34,  48,  50),  or  a  bird 
of  prey  striking  a  small  bird,  had  also  been  represented  at  Aght'amar 63  and  they 
continue  to  appear  on  monuments  or  in  manuscripts  of  subsequent  centuries.  The 
birds  or  quadrupeds  whose  tail  ends  in  an  animal  head  (figs.  43,  44,  50,  52)  occur 
in  older  Armenian  manuscripts  and  they  had  become  a  common  type  in  the  13th 
century  in  Muslim  as  well  as  in  Armenian  art.64 

The  combination  of  real  and  imaginary  forms  is  also  apparent  in  the  columns 
which  support  the  rectangles.  Some  of  them  imitate  marble  or  porphyry  shafts, 
like  the  columns  in  most  of  the  manuscripts  of  the  10th  and  11th  centuries;  others, 
made  up  of  interlacing  or  knotted  bands,  have  no  relation  with  architectural  forms. 
This  ornamental  transformation  of  structural  elements,  begun  in  the  12th  century, 
follows  more  or  less  the  same  pattern  in  Cilician  manuscripts  of  the  following 
centuries.  It  also  affects  the  forms  of  the  bases,  and  of  the  capitals.  Among  the 
latter  a  few  imitate  Corinthian  capitals,  but  the  painters  also  like  to  draw  capitals 
formed  by  lion  heads,  by  winged  lions,  or  birds.65 

The  Canon  tables  are  followed  by  two  ornate  pages  with  a  dedicatory  inscrip- 
tion written  in  blue  uncials  on  gold  ground  (figs.  43,  44).  Such  dedicatory  pages, 
of  which  we  have  examples  in  the  12th  century  68  came  into  general  use  in  the 
13th  century  in  manuscripts  written  for  members  of  the  royal  family  or  for  high 
dignitaries  of  the  church,  especially  in  those  which  were  commissioned  by  Catholi- 
cos  Constantine.67  The  decorative  scheme  of  fol.  12v  (fig.  43),  where  the  surface 
of  the  rectangle  is  divided  into  six  compartments  decorated  with  different  orna- 
ments, is  used  for  the  dedicatory  page  in  several  other  manuscripts  (fig.  356).™ 

62  W.  Bachmann,  Kirchen  und  Moscheen  in  Armenien  und  Kurdistan,  Leipzig,  1913,  pi.  34. 

63  Ibid.,  pis.  34,  37. 

64  A.  Mnatsakanian,  Armianskoe  ornamental' noe  iskusstvo  (in  Armenian  with  Russian  title  and 
summary),  Erevan,  1955,  figs.  729,  730;  Friedrich  Sarre,  Erzeugnisse  islamischer  Kunst.  Teil  II. 
Seldschukische  Kleinkunst,  Leipzig,  1909,  figs.  10,  15,  16,  21,  23,  and  pis.  IV,  V;  E.  Kiihnel,  Islamische 
Kleinkunst,  Berlin,  1925,  fig.  159. 

65  For  a  discussion  of  these  forms  see  S.  Der  Nersessian,  Manuscrits  armeniens,  pp.  53-56. 

68  Baltimore,  Walters  Art  Gallery,  No.  538,  Gospel  written  in  a.d.  1193  at  the  Monastery  of 
Katen  in  Cilicia.  Erevan,  Matenadaran,  No.  1568,  a.d.  1173:  Svirine,  op.  cit.,  p.  50. 

67  S.  Der  Nersessian,  The  Chester  Beatty  Library.  A  Catalogue  of  the  Armenian  Manuscripts  with 
an  Introduction  on  the  History  of  Armenian  Art,  Dublin,  1958,  pi.  13;  L.  Durnovo,  Miniatures 
armeniennes,  p.  105;  G.  Hovsep'ian,  "Catholicos  Constantine  I"  (in  Armenian),  Hayastanyaitz 
Yegehetzy,  New  York,  IV  (1942),  figs.  12-15. 

68  Galata-Istanbul,  Church  of  St.  Gregory  the  Illuminator,  No.  35,  Gospel  illustrated  at  Mamistra 
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The  decoration  of  the  opposite  page  is  more  interesting  {fig.  44).  An  interlacing 
scroll  covers  the  entire  surface  of  the  rectangle,  and  the  leaves  of  this  scroll  are 
replaced  by  human  or  animal  heads  and  birds.  These  form  an  integral  part  of  the 
interlace,  for  the  stems  are,  for  the  most  part,  the  prolongations  of  the  pointed 
bonnets  worn  by  the  human  heads,  or  of  the  jaws,  horns,  necks,  and  tails  of  the 
animals.  The  early  stages  of  this  type  of  "animal  scroll"  may  be  seen  in  dated 
Armenian  manuscripts  of  the  12th  century,  and  in  undated  examples  which  are 
perhaps  still  older.  It  was  fully  developed  in  the  13th  century,  particularly  in 
Cilicia,  where  we  find  a  wide  variety  of  combinations.69  Similar  types  appear  also 
in  the  arts  of  other  nations.  Several  openwork  silver  plaques  of  the  Hermitage 
Museum  in  Leningrad,  which  were  found  in  the  valley  of  Kotchkar,  in  Central 
Asia,  are  perhaps  among  the  earliest  examples.70  In  the  12th  and  13th  centuries 
these  "animal  scrolls"  appear  on  objects  produced  in  various  parts  of  the  Muslim 
world.71  The  medallions  of  a  copper  canteen  in  the  Freer  Gallery  of  Art,  which 
was  made  in  Syria  in  1249,  offer  a  striking  resemblance  to  the  miniature  of  our 
manuscript.72 

The  shapes  and  ornaments  of  the  headpieces  are  closely  related  to  those  already 
used  at  Hromkla  in  the  Gospel  of  A.D.  1166.  As  in  this  manuscript,  and  several 
other  Cilician  examples,73  a  medallion  framing  the  Lamb  of  God  holding  a  cross 
is  painted  above  the  headpiece  of  John,  a  motif  which  is  particularly  suited  for 
this  Gospel  {figs.  52  and  350).  The  iconographic  type  is  identical  with  the  Lamb 
of  God  on  the  silver-gilt  cross  of  Justin  II  in  the  Vatican,74  but  such  images  dis- 
appeared from  Byzantine  art  after  the  Quinisex  Council  of  692  which  forbade  the 
representations  of  Christ  in  the  form  of  a  lamb.  The  Armenian  examples  cannot 
be  considered  as  survivals  of  the  Early  Christian  type  for  there  are  no  witnesses 
earlier  than  the  12th  century;  their  sudden  appearance  at  this  time,  in  a  region 
which  was  in  close  contact  with  the  Latins,  is  probably  due  to  the  influence  of 
western  models.  The  medallion  of  our  manuscript  recalls  the  wax  disks  impressed 
with  the  figure  of  a  lamb  known  as  an  Agnus  Dei.  The  surviving  examples  of 
these  disks  belong  to  the  14th  century,  but  literary  sources  testify  to  their  existence 

in  1223;  Antilias,  Armenian  Catholicosate,  No.  1,  Gospel  illustrated  at  Hromkla  in  1248  by  Kirakos; 
Istanbul,  Armenian  Patriarchate,  Gospel  of  "Zeytun,"  illustrated  at  Hromkla  in  1256  by  T'oros  Roslin; 
Jerusalem,  Armenian  Patriarchate,  No.  251,  Gospel  illustrated  at  Hromkla  in  1260  by  T'oros  Roslin. 

69  A.  Mnatsakanian,  Armianskoe  ornamental 'noe  iskusstvo,  figs.  1030,  1031,  1072,  1087;  J. 
Baltrusaitis,  Le  moyen  age  fantastique,  Paris,  1955;  see  chap.  IV:  "Arabesques  fantastiques,"  figs.  46, 
49a. 

70  J.  Strzygowski,  Altai-Iran  und  Volkerwanderung,  Leipzig,  1916,  fig.  180. 

71  One  of  the  earliest  dated  examples  in  Muslim  art  is  a  pen-case  in  the  Freer  Art  Gallery  dated 
a.h.  607  (=a.d.  1210):  E.  Herzfeld,  "A  Bronze  Pen-Case,"  Ars  Islamica,  3  (1936),  pp.  35-43, 
figs.  1,  2.  The  origin  and  diffusion  of  this  type  of  "animal  scroll,"  which  may  also  be  seen  in  Latin  manu- 
scripts, is  a  complex  question  requiring  a  special  study  and  cannot  be  undertaken  here. 

72  J.  Baltrusaitis,  op.  cit.,  fig.  50. 

73  L.  Azarian,  op.  cit.,  fig.  11  ;  S.  Der  Nersessian,  op.  cit.,  p.  62,  pi.  XXIX;  N.  Akinian,  Das  Skevra- 
Evangeliar,  fig.  13;  Istanbul,  Arm.  Patr.,  Gospel  of  "Zeytun." 

74  A.  Grabar,  L'iconoclasme  byzantin.  Dossier  archeologique,  Paris,  1957,  p.  41,  fig.  73. 
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from  the  11th  century  on.75  The  Paschal  Lamb  also  appears  on  copper  coins 
which  have  been  assigned  to  the  reign  of  Raymond  II,  count  of  Tripoli  (1152-87)  ; 
on  these  the  cross  is  not  held  by  the  lamb  but  stands  behind  him.78  It  is  worth 
noting  in  this  connection  that  a  gold  seal  and  a  gold  coin  of  Leo  I  of  Cilicia,  dating 
shortly  after  his  coronation  in  1198,  carry  on  their  reverse  a  crowned  lion  (leo) 
holding  a  cross  in  exactly  the  same  attitude  as  the  lamb  of  our  miniature.77 

The  elaborate  foliate  ornaments  drawn  in  the  outer  margin  of  the  first  page 
of  each  Gospel  (figs.  45,  48,  50,  52)  are  a  normal  feature  of  Cilician  manuscripts 
of  this  period.  The  painter  has  varied  each  time  the  shape  of  the  cross  as  well  as 
the  design  of  the  floral  motifs.  The  latter  are  sometimes  made  up  by  interlacing 
leaves;  at  other  times,  as  on  folio  15  (fig.  45),  the  leaves  come  out  of  a  succession 
of  vases  and  cornucopia.  The  richness  of  these  combinations  contrasts  with  the 
simplicity  of  the  marginal  ornaments  in  the  body  of  the  manuscripts.  Floral 
designs  accompany  the  first  lessons  of  Matthew  and  Luke  and  the  last  chapters  of 
all  four  Gospels,  but  elsewhere  the  pericope  numbers  are  merely  framed  by  circular 
bands  as  in  older  manuscripts.  Exceptionally,  on  folio  282,  we  have  a  marginal 
composition:  a  dove  flies  down  toward  a  chalice  containing  a  fish  and  surrounded 
with  flowers.  This  image  accompanies  the  lesson  of  Christ's  appearance  to  the 
disciples  at  the  sea  of  Tiberias  when  He  ate  bread  and  fish  with  them  (John 
21:  13). 

We  saw  in  the  preceding  manuscript  that  the  painters  who  worked  at  Hromkla 
in  the  12th  century  did  not  form  the  first  letter  of  each  Gospel  with  the  symbol  of 
the  evangelist  but  represented  the  symbol  next  to  the  initial.  The  scribe  Hohannes, 
like  his  contemporary  artist  at  Hromkla,  the  scribe  Kirakos,78  excludes  the  symbol 
from  the  first  page,  using  only  a  simple  type  of  ornate  letter  (figs.  45,  48,  50,  52). 
The  symbol  appears  on  the  opposite  page  together  with  the  portrait  of  the  Evange- 
list: the  angel,  the  lion,  and  the  ox,  each  holding  a  book,  fly  out  of  the  building  in 
front  of  which  the  Evangelists  are  seated;  the  eagle  is  perched  on  the  lectern  from 
which  hangs  a  long  scroll  (figs.  46,  47,  49,  51). 

These  portraits  show  that  the  painter  was  as  skilled  in  depicting  the  human 
form  as  he  was  in  drawing  the  complex  ornaments  of  the  decorative  pages.  There 
is  a  marked  difference  from  the  linear  style  of  the  previous  Gospel.  The  well- 
proportioned  figures  sit  in  easy  and  convincing  poses  as  they  meditate  or  write  the 
opening  sentence  of  the  Gospel.  The  faces,  arms,  and  feet  are  vigorously  modeled; 
the  folds  of  the  draperies,  though  arranged  in  such  a  manner  that  they  create 
interesting  patterns,  do  not  obscure  or  modify  the  underlying  forms.  The  portrait 
of  Matthew  is  superior  in  quality  to  the  other  three;  the  contrasts  between  shadows 

75  Dictionnaire  de  theologie  catholique;  s.v.  Agnus  Dei. 

76  G.  Schlumberger,  Numismatique  de  I 'Orient  latin,  Graz  (Austria),  1954,  p.  103,  pi.  IV,  8. 
On  some  gold  coins  of  the  13th  century  the  lamb  holds  the  bannered  cross:  ibid.,  p.  495,  pi.  XIX,  9; 
Philip  Grierson,  "A  Rare  Crusader  Bezant  with  the  Christus  Vincit  Legend,"  The  American  Numismatic 
Society,  Museum  Notes,  VI  (1954),  pp.  169-178,  pi.  XVIII,  1,  2. 

77  G.  Schlumberger,  "Bulles  d'or  et  sceau  des  rois  Leon  II  (I)  et  Leon  VI  (V)  d'Armenie," 
Revue  de  I'Orient  latin,  I  (1893),  pp.  161-167,  pi.  II. 

78  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pi.  17b  and  p.  29,  where  several  other  manuscripts 
written  by  Kirakos  are  mentioned.  The  Gospel  formerly  at  Roman  is  now  at  Erevan,  Matenadaran, 
No.  9509.  To  this  list  one  should  add   Erevan,  Matenadaran,  No.  7690,  a.d.  1249. 
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and  highlights  are  less  marked  and  the  colors  are  less  harsh  (fig.  46).  The  lilac 
mantle  is  modeled  with  blue  shadows,  and  this  gives  to  it  the  impression  of  being 
made  of  a  light,  transparent  material  through  which  one  can  see  the  dark-blue 
tunic.  The  other  three  Evangelists  also  wear  blue  tunics,  but  Mark's  mantle  is  a 
dark  purple,  that  of  Luke  is  a  salmon  pink,  while  John's  mantle  is  yellow. 

These  portraits  have  much  in  common  with  the  ones  painted  by  the  scribes 
Kirakos  and  Sargis  of  Hromkla  (fig.  355)  ;  the  facial  types,  the  attitudes,  the  build- 
ings represented  in  the  background  are  almost  identical,  except  that  one  does  not 
find  in  these  manuscripts  the  symbols  coming  out  of  these  buildings.79  But 
though  the  iconographic  similarities  show  that  the  same  models  were  used  by 
the  miniaturists  of  Hromkla,  there  are  notable  differences.  The  figures  drawn  by 
Kirakos  and  especially  by  Sargis  have  shorter  proportions,  the  heads  are  often 
too  large  in  relation  to  the  body;  the  feeling  for  three-dimensional  form  is  also  less 
marked.  The  compositions  are  simpler  and  do  not  display  the  love  for  rich 
ornaments  which  is  one  of  the  characteristic  traits  of  the  Freer  manuscript.  In  the 
latter  the  chairs  and  desks  are  covered  with  varied  designs  and  studded  with 
brilliantly  colored  small  disks  imitating  inlaid  precious  stones.  The  scribe 
Hohannes  also  takes  delight  in  representing  figured  materials  as  hangings,  as 
covers  of  the  back  and  seat  of  the  chairs,  or  as  small  rugs  under  the  feet  of  the 
Evangelists.  Very  little  is  known  about  the  textile  industry  in  Cilicia,  but  the  rich 
materials  represented  in  this  and  contemporary  Cilician  manuscripts,  in  particular 
the  sumptuous  garments  worn  by  the  members  of  the  royal  family  whose  portraits 
adorn  the  manuscripts  written  for  them,  show  that  figured  textiles  were  widely 
used  in  Cilicia.80 

The  Freer  Gospel  is  a  work  of  high  quality  and  an  excellent  example  of  the 
type  of  illuminated  manuscript  produced  at  Hromkla  by  the  older  generation  of 
painters  employed  by  the  Catholicos  Constantine.  Hohannes,  Kirakos  and  Sargis, 
who  appear  to  have  been  the  principal  painters  during  the  earlier  period  of  his 
prelacy,  paid  particular  attention  to  the  decorative  pages,  developing  the  orna- 
mental designs  used  by  the  painters  of  the  12th  century.  In  many  respects  however 
these  artists  display  a  conservative  attitude;  they  retain  the  earlier  type  of  ornate 
letter  for  the  initial  of  each  Gospel,  and  they  rarely  use  the  zoomorphic  letters 
which  were  already  known  in  the  previous  century.  Judging  from  surviving  ex- 
amples, they  did  not  illustrate  the  text  of  the  Gospel,  not  even  by  means  of  a  few 
selected  scenes  as  their  predecessors  had  done.  They  limited  the  figure  representa- 
tions to  the  portraits  of  the  Evangelists,  to  which,  in  one  instance,  the  portrait  of 
the  young  Prince  Leo  was  added  (introduced  now  in  Erevan,  Matenadaran,  No. 
7690).  In  this  respect  the  manuscripts  illustrated  by  the  older  painters  contrast 
markedly  with  the  new  trend  which,  as  we  shall  see  with  the  next  example, 
developed  at  Hromkla  under  the  leadership  of  T'oros  Roslin. 

79  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pis.  14-17.  Three  portraits  have  been  misplaced: 
Matthew  should  be  on  pi.  14  (instead  of  16)  ;  Mark  on  pi.  15  (instead  of  14)  ;  Luke  on  pi.  16  (instead 
of  15).  Erevan,  Matenadaran,  No.  7690;  see  L.  Durnovo,  Miniatures  armeniennes,  p.  102. 

80  A.  Sakisian,  Pages  d'art  armenien,  Paris,  1940,  pp.  41-45;  A.  Tchobanian,  Roseraie  d'Armenie, 
II,  pp.  XI,  26;  S.  Der  Nersessian,  Armenia  and  the  Byzantine  Empire,  pi.  XXVII. 
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Description. — Thick,  cream-colored  vellum;  334  +  4  folios  measuring  31.1 
to  31.5  x  23.5  to  24  cm.;  written  surface  24.5  to  25  x  16.5  to  17  cm.  Text  in  upright 
erkat'agir  (uncial),  written  in  black  ink  on  two  columns  usually  of  19  lines  each. 
The  first  page  of  each  Gospel  and  the  pericope  initials  are  in  ornate  letters;  the 
first  three  lines  of  the  pericopes,  the  initials  of  the  verses,  and  the  nomina  sacra  are 
in  gold  letters.  The  title  of  each  Gospel  is  written  in  medium-size  upright  gilt 
erkat'agir  under  the  headpiece,  and  again  in  larger  gilt  erkat'agir  at  the  end  of  the 
Gospel.  The  concordances  in  the  lower  margin,  the  numbers  of  the  verses,  the 
corrections  or  the  omissions,  and  occasional  explanations  added  in  the  lateral 
margin  are  in  sloping  angular  erkat'agir  contemporary  with  the  text. 

The  quires,  normally  of  12  folios  each,  are  numbered  by  letters  written  in  the 
lower  margin  by  a  later  hand.  Another  hand  has  numbered  the  folios  with 
Armenian  letters  written  on  the  outer  margins. 

Two  conjugate  vellum  leaves,  taken  from  a  Ritual  written  in  angular  sloping 
erkat'agir,  are  bound  in  at  the  beginning  and  two  others  at  the  end  of  the  manu- 
script. They  contain  the  following  readings:  Fol.  Ar,  Lections  for  Maundy 
Thursday,  I  Epistle  of  John,  4:  17-21;  Gospel  of  John,  13:  1-7;  fol.  Av,  John 
13:7-15;  Prayer;  fol.  Br-v,  Prayers  for  the  ordination  of  a  deacon;  fols.  C-D, 
Lections  for  the  burial  of  a  priest. 

The  small  foliate  ornaments  painted  in  muddy  blue  and  green  on  a  red  ground 
resemble  the  marginal  designs  of  manuscripts  written  in  Great  Armenia  in  the 
late  12th  or  early  13th  century. 

Binding. — Modern,  brown  leather  over  boards,  stained  and  scraped.  A  sheet 
of  white  water-marked  paper  lines  each  cover. 

Condition. — The  margins  have  been  trimmed,  occasionally  cutting  off  part 
of  the  miniatures  and  the  marginal  ornaments.  Thirteen  folios  are  missing  but 
the  modern  pagination  has  taken  these  into  account  and  omitted  the  numbers  of 
these  pages.  The  lacunae  are  as  follows:  Matthew  27:46-52  (pp.  189-190); 
Mark  6:  15-23  (pp.  237-238) ;  Mark  9:  1-8  (pp.  259-260)  ;  Luke  1:31-41  (pp. 
335-336);  Luke  3:21-36  (pp.  355-358);  Luke  4:22-23  (pp.  363-364);  Luke 
16:  6-24  (pp.  465-468)  ;  Luke  23:  27-36  (pp.  523-524)  ;  John  14:  22-26  (pp.  647- 
648)  ;  John  20:  26-21 :  10  (pp.  687-690). 

The  first  folio  of  the  Gospel  of  Mark  (pp.  199-200)  does  not  belong  to  the 
original  manuscript.  The  uncial  script,  which  tries  to  imitate  the  older  writing, 
is  larger  and  less  regular;  the  text  does  not  come  to  the  bottom  of  the  second 
column  of  page  200  and  even  repeats  two  words  of  verse  6  written  on  page  201. 
The  narrow  H-shaped  headpiece  on  page  199  is  decorated  with  a  simple  design 
of  intersecting  lines  forming  a  succession  of  small  crosses  within  blue  and  green 
squares.  The  first  three  letters  of  the  Gospel  are  formed  by  small  wedge-shaped 

26 


ARMENIAN  MANUSCRIPTS — DER  NERSESSIAN 


27 


elements;  the  marginal  ornament  of  interlacing  palmettes  is  fairly  small  and  the 
work  of  an  unskilled  hand  (fig.  111). 

A  few  folios  have  been  mutilated,  cutting  off  part  of  the  text  and,  obviously, 
a  miniature  where  there  is  no  lacuna ;  in  several  instances  the  missing  verses  have 
been  rewritten,  in  notrgir,  on  the  outer  margins.  The  mutilated  leaves  are  as 
follows:  Pages  73-74,  lower  third  of  the  outer  column;  about  half  of  Matthew 
12:43  is  missing  on  page  73,  there  is  no  lacuna  on  page  74.  Pages  153-154,  up- 
per third  of  the  outer  column;  end  and  beginning  of  Matthew  24:  23-24  missing 
on  page  153 ;  end  and  beginning  of  Matthew  24:  26-27  missing  on  page  154,  as  well 
as  the  ornate  initial  of  the  pericope.  Pages  327-328,  lower  half  of  the  outer 
column;  the  Gospel  of  Mark  ends  in  the  middle  of  the  second  column  of  page  327; 
it  is  possible  that  a  brief  colophon  was  written  on  the  part  of  the  folio  which  was 
cut  off.  Pages  603-604,  upper  part  of  the  folio;  missing  text,  John  8  from  the  end 
of  verse  51  to  the  middle  of  verse  53  (p.  603),  and  verses  56-59,  as  well  as  the 
pericope  initial  on  page  604. 

Several  folios  are  mounted  on  stubs  and  there  are  a  few  loose  leaves. 

History  of  the  manuscript. — In  1926  this  manuscript  was  at  Constantinople, 
in  Turkish  hands;  its  prior  history  is  not  known.81  It  entered  the  Freer  Gallery  of 
Art  in  1932. 

List  of  illustrations : 

In  the  Gospel  of  Matthew  (pp.  1-198) 

P.  1.  First  page  of  Matthew  {fig.  53). 
P.  2.  Ancestors  of  Jesus,  1 :  2-6  {fig.  54). 
P.  3.  Ancestors  of  Jesus,  1:7-12  {fig.  55). 

P.  4.  Ancestors  of  Jesus,  1  :  13-17.  Part  of  the  first  medallion  is  cut  off  {fig.  56). 

P.  5.  Joseph's  dream,  1:20-21  {fig.  57). 

Pp.  8-9.  Adoration  of  the  Magi,  2:11  {fig.  60). 

P.  10.  Flight  into  Egypt  and  Massacre  of  the  Innocents,  2:  14-16.  The  faces  of  Joseph  and  Jesus  are 

smeared  and  partly  rubbed  off  {figs.  58,  59). 
P.  11.  Joseph's  dream,  2:  19-20.  Inscription  on  the  tower,  "Egypt"  {fig.  61). 
P.  17.  Temptation,  4:11  {fig.  65). 
P.  20.  Sermon  on  the  Mount,  5  :  1-2  {fig.  62). 

P.  42.  Healing  of  Peter's  mother-in-law,  8:  15.  Inscription  on  the  upper  border,  "house  of  Simon" 
{fig.  63). 

P.  43.  Healing  of  the  sick,  and  Isaiah,  8:  16-17.  Inscriptions:  on  the  upper  border  of  the  miniature, 
"many  sick  and  possessed";  on  the  scroll  held  by  Isaiah,  "with  his  stripes  we  are  healed"  {figs.  64, 
66). 

P.  44.  Stilling  of  the  tempest,  8:23-25.  Inscription,  "Jesus  Christ  sitting  in  the  ship  slept  and  they 
came."  The  margin  has  been  trimmed  and  only  the  trumpet  held  by  the  personification  of  the  wind 
remains  {fig.  67). 

P.  47.  The  paralytic  healed  and  the  calling  of  Matthew,  9 :  7-9.  Inscription  on  the  house,  "it  is  the 
Sabbath"  {fig.  69). 

P.  49.  Jesus  and  Jairus,  9:18.  The  figure  of  Jairus  is  partly  cut  off  {fig.  68). 
P.  50.  Healing  of  a  woman  with  an  issue  of  blood,  9 :  20  {fig.  70). 
P.  51.  Two  blind  men,  9:  27  {fig.  71). 


81  A.  Sakisian,  Pages  d'art  armenien,  p.  18,  n.  6. 
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P.  52.  A  demoniac  healed,  9:  33-34.  Inscription  on  the  scroll  "it  is  the  seventh  day"  {fig.  72). 
P.  67.  Healing  of  the  withered  hand,  12:  13  {fig.  73). 
P.  69.  Healing  of  the  demoniac,  12:  22-23  {fig.  76). 

P.  75.  Jesus  teaches  from  a  ship;  the  sower,  13:2-4.  Inscription  on  upper  border,  "Lord  Jesus  having 

entered  a  ship."  The  feet  of  the  sower  and  of  the  bird  are  cut  off  {figs.  74,  75). 
P.  85.  Herod's  banquet,  14:6-11  {fig.  77). 

P.  86.  Burial  of  John  the  Baptist,  14:  12.  The  legs  of  the  two  disciples  and  part  of  the  sepulchre  are 

cut  off  {fig.  78). 
P.  87.  Feeding  of  the  Five  Thousand,  14:  15-19  {fig.  79). 

P.  89.  Jesus  walks  on  the  water,  14:  26-31.  The  figure  of  Jesus  is  partly  cut  off  {fig.  80). 
P.  95.  Healing  of  the  sick,  15:30.  Inscriptions:  "lame,  blind,  dumb,  maimed"  {fig.  81). 
P.  99.  Peter  confesses  Jesus  Christ,  16:  16-18.  Inscriptions:  "Jesus  came  into  the  City  of  Philippi; 

Thou  art  the  Son  of  God."  The  feet  of  Jesus  and  the  apostles  are  cut  off;  also  part  of  the  segment 

of  sky  with  the  Hand  of  God  painted  in  the  upper  margin  {fig.  83). 
P.  104.  Healing  of  the  lunatic,  17:  14-18  {fig.  84). 

P.  106.  Soldiers  ask  for  the  tribute  money,  17:24-25.  Inscription:  "they  demand  the  didrachma" 
{fig.  82). 

P.  107.  Peter  casts  the  line,  17:  27.  The  lower  part  of  the  figure  and  the  water  are  cut  off  {fig.  85). 

P.  108.  Jesus  sets  a  child  in  the  midst  of  the  disciples,  18:2-3  {fig.  88). 

P.  117.  Jesus  blesses  the  little  children  {fig.  87)  ;  The  rich  young  ruler,  19:  13-15  {fig.  86). 

P.  124.  Jesus  speaks  to  James  and  John  and  to  their  mother,  20:  20-22.  Inscription  on  the  upper  border: 

"are  ye  able  to  drink  of  the  cup"  {fig.  89). 
P.  126.  Healing  of  the  two  blind  men,  20:  30-34  {fig.  90). 
P.  127.  The  disciples  bring  the  ass  and  the  colt,  21 :  7  {fig.  91). 
P.  129.  Entry  into  Jerusalem,  21 :  8-11  {fig.  93). 
P.  130.  The  fig  tree,  21:  18-19  {figs.  130,  131). 
P.  133.  Vine  stock  (parable  of  the  vineyard),  21 :  33. 

P.  141.  The  Ancient  of  Days,  Abraham,  Isaac,  and  Jacob,  22:  32  {fig.  94). 
P.  150.  Jesus  foretells  the  destruction  of  the  temple,  24:  1-3  {fig.  92). 

P.  159.  Parable  of  the  wise  and  foolish  Virgins,  25:  7-12.  The  nimbuses  of  Christ  and  of  the  angel  are 
partly  cut  off  {fig.  95). 

P.  167.  Jesus  anointed  in  the  house  of  Simon  the  Leper,  26:6-12.  Inscriptions:  next  to  the  standing 
figure,  "Simon  the  Leper" ;  next  to  the  beardless  youth,  "do  not,  do  not."  The  lower  parts  of  the 
figures  are  cut  off  {fig.  96). 

P.  168.  Judas  receives  the  thirty  pieces  of  silver,  26:  15  {fig.  97). 

P.  169.  The  Last  Supper,  2*6:20  {fig.  98). 

P.  177.  Jesus  is  brought  before  Caiaphas,  26:57-65.  Inscription  on  the  building  to  the  right:  "the 

(high)  priest  rent"  {fig.  101). 
P.  180.  Peter's  repentance;  Jesus  led  to  Pilate's  house,  26:75-27:2.  Inscription  on  the  wall  behind 

Peter:  "Peter  went  out  and  wept  bitterly"  {fig.  102). 
P.  181.  Judas  hangs  himself,  27:5  {fig.  100). 

P.  183.  Pilate's  wife  sends  him  a  messenger,  27:  19.  Inscription:  "say,  have  thou  nothing  to  do  with 
that  just"  {fig.  99). 

P.  184.  Judgment  of  Pilate,  27:  24-25.  Inscriptions:  on  the  large  arch,  "Jesus  stood  silent  and  gave  no 
(answer)  ;  Pilate  took  water  and  washed  (his  hands)";  on  the  small  arches,  "His  blood  be  on  us" 
{fig.  103). 

P.  192a.  Joseph  of  Arimathea  before  Pilate,  27:58.  Inscription  on  the  upper  band:  "Give  me  that 
body"  {fig.  108). 

P.  192b.  Entombment  of  Jesus,  27:  59-61.  Inscriptions:  on  the  rock  of  the  sepulchre,  "the  burial  of  the 
Lord" ;  on  the  upper  border,  "they  sat  over  against  the  sepulchre."  The  feet  of  Joseph  of  Arimathea 
are  partly  cut  off  {fig.  104). 


ARMENIAN  MANUSCRIPTS — DER  NERSESSIAN 


29 


P.  193.  Pilate  is  asked  to  set  a  guard  at  the  sepulchre,  27:62-65.   Inscription  on  the  upper  border: 

"Three  days;  ye  have  a  watch"  {fig.  105). 
P.  194.  The  sleeping  soldiers,  28:4  {fig.  109). 

P.  195.  The  holy  women  at  the  sepulchre,  28:5-6.  Inscription  on  the  upper  border:  "Come,  see" 
{fig-  107). 

P.  196.  The  soldiers  are  bribed,  28:  12.  Inscription  on  the  upper  border:  "they  gave  much  money" 
{fig.  HO). 

P.  197.  Jesus  appears  to  the  disciples  in  Galilee,  28:  17-18.  Inscription:  "they  saw  Him"  {fig.  106). 

In  the  Gospel  of  Mark  (pp.  199-327) 

P.  199.  First  page  of  Mark  {fig.  111). 

P.  213.  Healing  of  the  withered  hand,  3:5  {fig.  112). 

P.  218.  The  mother  and  brothers  of  Jesus  seek  to  see  Him,  3:  31-35  {fig.  113). 

P.  219.  Jesus  teaching  from  a  ship,  4:  1  {fig.  114). 

P.  227.  Healing  of  the  Gadarene  demoniac,  5:  6-12  {fig.  116). 

P.  231.  Healing  of  the  woman  with  an  issue  of  blood,  5:  33-34  {fig.  115). 

P.  250.  Healing  of  the  deaf  and  dumb  man,  7:33-37.  Inscriptions:  on  the  upper  border,  "Looking 
up  to  heaven  he  said,  Ephphatha";  on  the  gold  ground,  "they  were  beyond  measure  astonished" 
{fig.  120). 

P.  251.  Jesus  asks  his  disciples  how  many  loaves  they  have,  8:  1-5.  Inscription  on  the  gold  ground:  "the 

disciples"  {fig.  118). 
P.  255.  Healing  of  the  blind  man,  8:23-24  {fig.  119). 
P.  263.  Healing  of  the  lunatic,  9:23-24  {fig.  117). 
P.278.  Healing  of  blind  Bartimaeus,  10:50-51  {fig.  122). 

P.  303.  The  disciples  seek  a  room  for  the  Passover,  14:  13-16.  Inscription  on  the  upper  border:  "Where 

is  the  guest-chamber  for  the  Passover?"  {fig.  121). 
P.  305.  An  apostle,  14:  27.  The  figure  is  partly  cut  off  and  the  face  is  smeared  {fig.  127). 
P.  310.  Jesus  is  seized  and  brought  before  the  high  priest,  14:50-53.  Inscription:  "When  the  Jews 

seized  Jesus  with  swords  and  staves"  {fig.  123). 
P.  314.  Repentance  of  Peter,  14:72  {fig.  128). 
P.  315.  Jesus  brought  before  Pilate,  15:  1-2  {fig.  124). 

P.  319.  Mocking  of  Jesus,  and  Raising  of  the  Cross,  15:17-23.  Inscription  "They  put  a  crown  upon 
his  head  and  they  smote  him  on  the  head  with  a  reed;  they  gave  him  wine  with  myrrh"  {fig.  125). 

P.  323a.  Descent  from  the  Cross,  15 :  46.  The  left  arm  of  Jesus  and  the  hands  of  the  man  on  the  ladder 
are  cut  off  {fig.  126). 

P.  323b.  John  and  a  holy  woman  at  the  sepulchre,  15:47  {fig.  129). 

In  the  Gospel  of  Luke  (pp.  329-538) 
P.  329.  First  page  of  Luke  {fig.  132). 

P.  333.  Annunciation  to  Zacharias,  1:9-21.  Inscription:  "the  burning  of  incense  by  Zacharias" 
{fig.  133). 

P.  339.  Circumcision  and  naming  of  John  the  Baptist,  1 :  59-63  {fig.  134). 
P.  345.  Circumcision  of  Jesus,  2:  21.  Inscription:  "the  manger"  {fig.  137). 

P.  349.  Jesus  among  the  doctors,  2 :  46-49.  Inscriptions :  on  the  horizontal  bands,  "thy  father  and  I  we 
sought" ;  on  the  book  held  by  Jesus,  "in  my  father's  house" ;  on  the  scroll  held  by  one  of  the  doctors, 
"there  is  one  Lord"  {fig.  135). 

P.  359.  Ancestors  of  Jesus,  3:  37-38  {fig.  138). 

P.  361.  Temptation,  4:13-14.  Inscription  on  the  building:  "And  Jesus  returned  in  the  power" 
{fig.  136). 

P.  369.  Miraculous  draught  of  fishes,  5:3-9  {fig.  139). 
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P.  372.  The  paralytic  healed,  5:25  {fig.  140). 

P.  373.  Jesus  at  the  house  of  Levi,  5:  29.  Inscription  on  the  horizontal  band  and  on  the  building:  "the 

publican  and  Christ,  healer  of  the  sick"  (fig.  141). 
P.  386.  Raising  of  the  widow's  son,  7:  11-14  {fig.  142). 
P.  391.  Jesus  anointed  at  the  house  of  a  Pharisee,  7:36-38  {fig.  143). 
P.  397.  Jesus  awakened  during  a  storm,  8:  23-24  (fig.  145). 
P.  401.  Jesus  and  Jairus,  8:  41  (fig.  144). 
P.  447.  Healing  of  the  bent  woman,  13:  11-13  (fig.  146). 

P.  452.  Healing  of  the  man  who  had  the  dropsy,  14:2-4.  Inscriptions:  next  to  the  man,  "it  is  the 

dropsical";  on  the  scroll,  "God  saith  it  is  the  sabbath"  (fig.  147). 
P.  461.  Return  of  the  prodigal  son,  15:  20-26  (fig.  148). 

P.  472.  Healing  of  the  ten  lepers,  17:  12-14.  Inscription:  "the  lepers"  (fig.  150). 
P.  477.  Parable  of  the  Pharisee  and  the  Publican,  18:  10-13  (fig.  151). 

P.  483.  Healing  of  the  blind  man,  18:40-43  (fig.  149);  Zacchaeus  in  the  sycamore  tree,  19:3-4 
(fig.  152). 

P.  484.  Jesus  at  the  house  of  Zacchaeus,  19:  8-10.  Inscription  on  the  house:  "Salvation  is  come  to  this 

house"  (fig.  155). 
P.  489.  Entry  into  Jerusalem,  19:37-38  (fig.  153). 
P.  493.  Vine  stock  (parable  of  the  vineyard),  20:  9. 
P.  499.  The  widow's  mite,  21 :  2-4  (fig.  154). 
P.  508.  Communion  of  the  Apostles,  22:  19  (fig.  157). 
P.  512.  Agony  in  the  Garden,  22:43  (fig.  156). 
P.  513.  Judas  leading  the  multitude,  22:47  (fig.  158). 
P.  515.  Peter  at  the  house  of  the  high  priest,  22:  55  (fig.  161). 

P.  516.  Peter's  denial;  Mocking  of  Jesus,  22:60-65.  Inscriptions:  on  the  upper  bands,  "they  covered 

his  face";  on  the  scroll,  "I  hid  not  my  face  from  shame  and  spitting"  (fig.  160). 
P.  520.  Jesus  before  Pilate,  23:  11.  The  faces  of  the  Jews  and  of  the  soldiers  have  been  erased  (fig.  159). 
P.  522.  Jesus  on  the  way  to  Golgotha,  and  Simon  of  Cyrene,  23:  26-28  (fig.  163). 
P.533.  Supper  at  Emmaus,  24:30-31  (fig.  162). 

P.  535.  Jesus  appears  to  the  apostles,  24:36-40.   Inscription  on  the  scroll:   "These  wounds  in  my 

hands  with  which  I  was  wounded  in  the  house  of  my  friends"  (fig.  165). 
P.  536.  Jesus  eats  before  the  apostles,  24:41-43  (fig.  164). 

P.  537.  Ascension,  24:  51.  The  upper  half  of  the  mandorla,  the  wings  and  feet  of  the  angels  are  cut  off 
(fig.  166). 

In  the  Gospel  of  John  (pp.  539-694) 

P.  539.  First  page  of  John  (fig.  167). 

P.  548.  Marriage  feast  at  Cana,  2:  1-10  (fig.  168). 

P.  577.  The  people  seek  Jesus,  6:  24.  The  personification  of  the  wind  is  partly  cut  off  (fig.  169). 

P.  595.  Jesus  and  the  woman  taken  in  adultery,  8:  6-9.  Inscriptions  on  the  upper  border:  "He  that  is 

without  sin  among  you;  they  went  out  one  (by  one)"  (fig.  171). 
P.  607.  The  Pharisees  question  the  man  born  blind,  9:  15-17.  Inscriptions:  on  the  upper  border,  "He 

put  clay  upon  (my)  eyes";  on  the  scroll,  "Remember  the  sabbath  day  to  keep  it  holy."  The  figure 

of  the  seated  Pharisee  is  partly  effaced  (fig.  172). 
P.  610.  The  Pharisees  question  the  parents;  the  man  born  blind  worships  Jesus,  9:18-21,  35-38. 

Inscriptions:  in  the  left  half,  "he  shall  speak  for  himself;  the  parents  of  him  that  had  received  his 

sight" ;  in  the  right  half,  "Dost  thou  believe  in  the  Son  of  God  ?  For  thou  hast  seen  him  and  he 

talketh"  (fig.  173). 

P.  625.  Raising  of  Lazarus,  1 1 :  38-44.  Inscription  on  the  upper  border,  "Lord  Jesus  have  mercy  on 

Vasak,  Thy  servant,  the  owner  of  this,  Thy  Holy  Gospel"  (fig.  170). 
P.  666.  Jesus  arrested,  18:6.  The  face  of  Judas  has  been  smeared  (fig.  174). 
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P.  667.  Jesus  led  to  the  house  of  Annas,  18:  10-13  {fig.  175). 

P.  674.  Pilate  speaks  to  the  Jews,  19:  4.  Inscription  on  the  building:  "the  Judgment  hall"  {fig.  176). 
P.  691.  A  fish  and  a  bird  drawn  next  to,  21 :  15. 

STUDY  OF  THE  ILLUSTRATIONS 

The  colophon  is  missing.  We  have,  therefore,  no  definite  information  about 
the  date  and  provenance  of  this  manuscript  which,  on  the  basis  of  the  paleography 
and  the  style  of  the  illustrations,  can  be  assigned  to  Cilicia  and  the  second  half  of 
the  13th  century.  The  name  of  the  owner  is  written  in  gold  letters  on  the  marginal 
medallion  of  page  52 :  "Lord  bless  the  Baron  Vasak" ;  and  again  on  the  upper  band 
of  the  frame  around  the  Raising  of  Lazarus:  "Lord  Jesus  have  mercy  on  Vasak, 
Thy  servant,  the  owner  of  this,  Thy  holy  Gospel"  (fig.  170). 

Given  the  general  date  of  the  manuscript,  the  Baron  Vasak  can  be  no  other 
than  the  younger  brother  of  King  Het'um  I,  the  lord  of  the  fortress  of  Chanchi,  in 
the  northeastern  mountains  of  Cilicia,  who  died  at  Sis  on  March  13,  1284,  and  was 
buried  at  the  monastery  of  Akner.82  Vasak  does  not  seem  to  have  taken  an  active 
part  in  the  affairs  of  the  realm  for  he  is  rarely  mentioned  by  the  historians.  In 
1268  he  was  sent  as  a  hostage  to  Egypt  in  order  to  obtain  the  release  of  his  nephew, 
Prince  Leo,  made  a  prisoner  in  1266.83  Leo  returned  that  same  year  to  Cilicia,  and 
Vasak  either  accompanied  him  or  followed  him  soon  after.  Like  the  other  members 
of  his  family,  Vasak  had  been  a  patron  of  the  arts;  he  had  erected  a  church  at  Sis 
and  presented  to  it  rich  vestments,  liturgical  vessels,  and  precious  manuscripts.8*  In 
addition  to  the  present  Gospel,  one  other  written  for  Vasak  is  preserved;  this  is 
Codex  No.  2568  of  the  Armenian  Patriarchate  in  Jerusalem,  adorned  with 
delicately  painted  Canon  tables,  full-page  and  marginal  miniatures,  and  the  por- 
traits of  Vasak  and  his  two  sons  kneeling  before  Jesus  and  introduced  to  Him  by 
the  Virgin.85  A  single  leaf  in  the  Feron-Stoclet  Collection  in  Brussels  also  belonged 
to  a  manuscript  written  for  Vasak,  for  he  is  again  portrayed  with  his  two  sons, 
kneeling  this  time  before  the  Virgin  and  Child  and  introduced  by  his  brother, 
Bishop  John.86 

The  illustrations  of  the  Jerusalem  Gospel  are  executed  in  a  style  characteristic 
of  a  school  of  painters  which  flourished  in  the  third  quarter  of  the  13th  century  and 
they  are  very  different  from  those  of  the  Freer  Gospel.  The  latter  manuscript  is, 
however,  closely  related  to  a  sumptuous,  though  sadly  mutilated  Gospel,  written 
and  illustrated  at  Hromkla,  in  1266,  for  Vasak's  brother,  Het'um  I  (Erevan, 
Matenadaran,  No.  5458). 87  These  two  Gospels  are  identical  in  size,  in  script,  in 

82  This  information  is  given  by  his  brother  Bishop  John :  see  below,  p.  60,  Nos.  8  and  9  of  the  list. 

83  L.  Alishan,  Sissouan,  p.  214;  Armenian  ed.,  p.  194. 

84  Ibid.,  Armenian  ed.,  p.  540. 

85  A.  Tchobanian,  Roseraie  d'Armenie,  vol.  II,  p.  XII  h.t. 

86  Adolphe  Stoclet  Collection.  Part  I.  Selection  of  the  Works  Belonging  to  Madame  Feron-Stoclet, 
Brussels,  1956,  pi.  296;  A.  Sakisian,  "Un  portrait  du  baron  Vassag  frere  du  roi  Hethoum  Ier  de  Cilicie," 
in  Pages  d'art  armenien,  pp.  17-22,  pi.  vi. 

87  Only  the  beginning  of  the  colophon  has  been  preserved  on  fol.  310v.  It  informs  us  that  the  manu- 
script was  written  in  1266  at  Hromkla,  during  the  prelacy  of  the  Catholicos  Constantine  and  by  "order 
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the  layout  of  the  pages.  The  marginal  designs,  the  ornate  initials,  and  the  two 
remaining  miniatures  of  Het'um's  manuscript  are  also  very  similar  to  the  illustra- 
tions of  the  Freer  Gospel  {figs.  357-359).  We  can,  therefore,  be  certain  that  our 
manuscript  was  written  at  Hromkla  about  the  same  time  as  Het'um's  Gospel, 
perhaps  shortly  after  1268,  as  a  thank  offering  for  Vasak's  successful  mission  and 
his  safe  return  to  Cilicia. 

The  Freer  Gospel  is  one  of  the  finest  and  most  extensively  illustrated  Cilician 
manuscripts  of  the  13th  century.  There  must  have  been  originally  an  even  greater 
number  of  illustrations.  Large  decorative  Canon  tables  certainly  formed  the  initial 
quire;  there  were  probably  the  portraits  of  the  Evangelists,  facing  the  opening 
page  of  each  Gospel,  and  the  donor's  portrait  at  the  end  of  the  manuscript,  as  in 
the  two  Gospels  written  for  Vasak  mentioned  above  and  in  other  manuscripts 
commissioned  by  members  of  the  royal  family.  A  calculation  based  on  the  usual 
number  of  lines  on  each  page  and  the  length  of  the  lacunae  indicates  that  there 
were  miniatures  on  the  missing  folios  and  even  on  some  that  are  mutilated.  By 
comparing  these  passages  with  the  corresponding  ones  in  allied  manuscripts  one 
can  suggest  that  the  following  major  scenes  from  the  life  of  Christ  had  been 
represented:  Crucifixion  on  page  189  or  190;  Transfiguration  on  page  259  or  260; 
Annunciation  and/or  Visitation  on  pages  335  and  336;  Baptism  on  page  355;  Pente- 
cost on  page  647  or  648;  Incredulity  of  Thomas  on  page  687  or  688.  Smaller 
compositions  may  have  been  painted  on  some  of  the  other  folios;  for  instance, 
Herod's  banquet  or  the  Imprisonment  of  John  the  Baptist  on  page  237  or  238; 
Jesus  Teaching  in  the  Synagogue,  or  the  Jews  chasing  Him  out  of  the  City  on 
page  363  or  364;  the  Parable  of  the  Rich  Man  and  Lazarus  on  one  of  the  pages 
between  465  and  468;  Simon  of  Cyrene  carrying  the  cross  on  page  523.  Medallion 
portraits  must  have  been  painted  in  the  margins  of  pages  357-358  which  contained 
the  names  of  the  ancestors  of  Christ  (Luke  3:23-36)  since  all  those  who  are 
mentioned  in  the  last  verses,  37  and  38,  are  portrayed  on  page  359  {fig.  138). 

We  have  clear  indication  of  the  existence  of  a  marginal  miniature  on  page 
154,  for  a  long  gold  bar  with  a  short  crossbar  can  still  be  seen  in  the  lower  part  of 
the  outer  margin  which  is  intact.  The  prediction  of  Christ's  second  coming 
(Matthew  24:  27-31)  is  written  on  this  page  and  this  passage  has  been  illustrated 
in  Cilician  manuscripts  of  the  12th  and  13th  centuries.  The  marginal  miniature  of 
a  Gospel  illustrated  by  T'oros  Roslin  in  1260  (Jerusalem,  Armenian  Patriarchate, 
No.  251,  fol.  83)  shows  the  type  of  composition  which  may  have  existed  in  the 
Freer  Gospel.  In  the  upper  part  a  small  gold  cross,  the  "sign  of  the  Son  of  man" 
has  been  depicted;  below  it  three  birds,  the  eagles  that  are  "gathered  together" 
(v.  28)  ;  then,  continuing  in  the  margin  and  interrupting  the  gold  bar  which  extends 

of  and  through  the  expenses  of  the  pious  and  God-loving  King" ;  the  name  is  missing  but  given  the  date 
of  the  copy  we  can  add:  Het'um  I.  Several  of  the  vellum  leaves  are  intact  (fols.  249-254,  256-258,  260- 
262,  and  passim)  ;  they  have  been  added  to  a  Gospel  written  on  paper  in  the  14th  or  15th  century;  a 
considerable  number  of  the  initials  and  marginal  ornaments  were  cut  off  from  the  original  manuscript 
and  pasted  on  the  paper  leaves.  G.  Hovsep'ian,  "Remnants  of  the  Illustrated  Gospel  of  Het'um  I" 
(in  Armenian),  Ba'ikar,  Boston,  1949,  pp.  7-11. 
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far  down  on  the  page,  we  see  the  sun,  the  moon,  and  a  star,  illustrating  the  words 
"the  sun  shall  be  darkened,  and  the  moon  shall  not  give  her  light,  and  the  stars 
shall  fall  from  heaven"  (v.  29). 88  On  page  74,  where  there  is  no  lacuna  in  the 
text,  a  small  scene  representing  the  mother  and  brothers  of  Jesus  who  had  come  to 
see  Him  may  have  been  painted  in  the  outer  text  column,  under  Matthew  12:  47. 

The  system  of  decoration  comprises  marginal  miniatures  and  miniatures 
introduced  into  the  text.  The  smaller  compositions  usually  occupy  the  width  of  one 
column  and  are  painted  immediately  before  or  after  the  relevant  passage.  The 
larger  ones  extend  across  both  columns  and  frequently  occupy  the  lower  margin ; 
in  these  instances  the  text  columns  are  often  shorter  so  as  to  leave  ample  room  for 
the  picture.  When  a  single  figure  is  depicted  in  the  outer  margin  the  text  lines  are 
usually  shorter,  so  that  the  miniature  is  partly  introduced  into  the  text. 

Most  of  the  miniatures  are  painted  against  the  neutral  vellum  background; 
at  times  there  is  a  gold  or  blue  background  with  a  narrow  blue  band  at  the  top 
which  carries  an  explanatory  inscription  written  in  white  uncial  letters.  Archi- 
tectural elements  may  be  drawn  on  one  side  of  the  gold  background  or,  in  a  few 
instances,  constitute  the  setting  for  the  entire  composition.  Only  a  few  miniatures 
have  a  real  frame  formed  by  a  narrow  red  fillet  or  a  slightly  wider  band. 

Several  painters  collaborated  in  the  illustration  of  the  Freer  Gospel,  but  their 
work  cannot  be  differentiated  from  one  another  by  means  of  external  criteria,  such 
as  the  presence  or  absence  of  a  gold  background  or  of  a  frame,  for  within  each  one 
of  these  groups  of  miniatures  notable  stylistic  divergencies  can  be  observed.  Nor  is 
it  possible  to  discern  how  the  work  was  distributed  among  the  painters,  for  the 
miniatures  painted  on  conjugate  leaves,  or  even  on  the  recto  and  verso  of  the  same 
folio,  have  not  always  been  executed  by  the  same  person.  Without  attempting  to 
assign  all  the  miniatures  to  individual  hands,  I  shall  point  out  the  outstanding 
characteristics  of  the  principal  groups  through  the  analysis  of  typical  compositions. 

The  work  of  the  master  artist  of  the  scriptorium  can  be  recognized  in  some  of 
the  larger  compositions,  like  the  Adoration  of  the  Magi,  the  Entombment,  Jesus 
Appearing  to  the  Apostles,  the  Raising  of  Lazarus  {figs.  60, 104, 165, 170) ,  as  well 
as  in  some  of  the  smaller  miniatures,  such  as  the  Descent  from  the  Cross  or  the 
Agony  in  the  Garden  {figs.  126,  156).  The  figures  have  slender  proportions  but, 
with  the  exception  of  Christ,  they  are  generally  below  the  normal  height;  they 
never  appear  in  static  poses  but  in  varied  attitudes  and  lively  movement.  The  faces 
and  draperies  are  delicately  modeled ;  there  are  few  white  highlights  and  the  color 
harmonies  are  very  subtle.  The  reproduction  of  the  Raising  of  Lazarus  {fig.  170) 
will  give  an  idea  of  the  range  of  colors  used  by  the  artist  and  the  way  in  which 
the  delicate  shades  are  set  off  by  a  few  bright  hues.  The  austere,  monumental 
style  of  the  late  12th  century,  as  seen  in  Codex  50.3,  has  given  place  to  a  more 
immediate  approach  to  the  subject.  By  their  attitudes,  their  gestures  and  facial 

88  For  a  12th-century  example  of  this  scene,  see  S.  Der  Nersessian,  Manuscrits  armeniens,  pi.  xxx. 
In  the  Gospel  illustrated  by  T'oros  Roslin  in  1262  (Baltimore,  Walters  Art  Gallery,  No.  539,  fol.  104) 
two  groups  of  angels  carrying  a  mandorla,  which  encloses  the  throne  and  a  cross,  are  depicted  in  the  upper 
margin ;  the  lower  arms  of  the  cross,  a  fairly  wide  gold  band,  extends  in  the  middle  margin. 
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expressions  the  figures  translate  the  basic  human  emotions,  and  we  sometimes  find 
a  rich  variety  within  a  single  composition,  as  in  the  scene  of  Christ  Appearing 
to  the  Apostles  {fig.  165).  In  the  Adoration  of  the  Magi  {fig.  60)  the  artist  has 
stressed  the  youthful  appearance  of  the  Virgin  who  is  a  delicate,  almost  girlish 
figure;  in  the  healing  scenes  Christ's  compassion  for  the  sick  is  brought  to  the  fore. 
The  painter's  eagerness  to  tell  a  lively  story  may  be  seen  in  such  scenes  as  Herod's 
Banquet  or  the  Feeding  of  the  Multitude  {figs.  77  and  79),  while  in  others,  like 
the  Entombment  {fig.  104),  deep  pathos  is  conveyed  without  recourse  to  dramatic 
effects.  The  new  lyrical  mood  is  accompanied  by  a  change  in  the  formal  aspects  of 
the  paintings.  The  linear  pattern,  which  had  already  been  attenuated  in  the  minia- 
tures of  the  middle  of  the  13th  century,  is  further  subordinated  to  the  feeling  for 
the  roundness  of  the  body  and  the  expression  of  convincing  action. 

These  stylistic  traits  are  characteristic  of  the  art  of  T'oros  Roslin,  the  well- 
known  master  of  the  scriptorium  of  Hromkla,  whose  signed  works  range  from  1256 
to  1268  {figs.  319, 341, 342, 344-346, 360-364)  ,89  Some  of  the  features  which  differen- 
tiate Roslin's  last  dated  work  (Jerusalem,  Armenian  Patriarchate,  No.  3627,  figs. 
361-363) ,  from  the  earlier  examples,  namely,  shorter  proportions,  subtler  color  har- 
monies, a  more  painterly  style,  are  precisely  those  which  characterize  the  finest 
compositions  of  the  Freer  Gospel.  This  gives  us  further  reason  to  assume  that  our 
manuscript  was  illustrated  around  1268,  under  the  leadership  of  T'oros  Roslin. 

A  second  group  of  miniatures  was  executed  by  several  painters  who  closely 
followed  the  style  of  the  master.  In  compositions  such  as  those  on  pages  391,  472, 
508,  and  537  {figs.  143, 150, 157, 166)  we  find  the  same  delicate  color  harmonies, 
but  the  style  is  slightly  more  linear,  the  features  and  especially  the  contours  of  the 
figures  are  more  sharply  marked  and  there  is  a  tendency  to  create  geometric  pat- 
terns through  the  arrangement  of  the  folds  of  the  draperies  and  the  highlights. 
Movement  is  also  more  exaggerated  as  in  the  Healing  of  the  Woman  with  an  Issue 
of  Blood  where  Jesus  turns  sharply  back,  and  where  the  painter  has  emphasized 
the  billowing  folds  of  the  edge  of  the  tunic  as  well  as  the  windblown  end  of  the 
mantle  {fig.  70). 

A  third  group  of  miniatures  is  characterized  by  the  heavy  and  extremely  short 
proportions  of  the  figures,  the  coarse  facial  type  of  Christ  with  bulging  eyes,  the 
thicker  paint  that  has  been  used,  and,  in  general,  the  poorer  quality  of  both  the 
drawing  of  individual  figures  and  the  composition  of  the  scenes.  The  comparison  of 

89  Istanbul,  Arm.  Patr.,  Gospel  of  "Zeytun,"  a.d.  1256;  Jerusalem,  Arm.  Patr.,  No.  251,  Gospel, 
A.D.  1260 ;  Baltimore,  Walters  Art  Gallery,  No.  539,  Gospel,  a.d.  1262 ;  Jerusalem,  Arm.  Patr.,  No.  2660, 
Gospel,  a.d.  1262;  ibid.,  No.  1956,  Gospel,  a.d.  1265;  ibid.,  No.  2027,  Ritual,  a.d.  1266;  ibid.,  No.  3627, 
Gospel,  a.d.  1268.  For  reproductions  from  some  of  these  manuscripts,  in  addition  to  those  in  this  vol- 
ume, see  A.  Tchobanian,  Roseraie  d'Armenie,  vol.  II,  pp.  46,  48  h.t.,  87,  100  h.t.,  124,  176  h.t., 
258  h.t.;  G.  Hovsep'ian,  "Catholicos  Constantine  I"  (in  Armenian),  Hayastanyaitz  Yegehetzy,  New 
York,  October  1942,  pp.  85-124,  figs.  2-26;  S.  Der  Nersessian,  Armenia  and  the  Byzantine  Empire,  pis. 
xxv.  1,  xxxvii.  1,  xxviii;  S.  Der  Nersessian,  "Armenian  Gospel  Illustration  as  Seen  in  Manuscripts  in 
American  Collections,"  New  Testament  Manuscript  Studies,  edited  by  Merrill  M.  Parvis  and  Allen  P. 
Wikgren,  The  University  of  Chicago  Press,  1950,  pi.  v;  David  Diringer,  The  Illuminated  Book,  London, 
1958,  pis.  II,  37b,  and  II,  38b. 
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Jesus  before  Pilate  (p.  315,  fig.  124)  with  the  Judgment  scene  on  page  310  {fig. 
123),  painted  by  one  of  the  artists  of  the  second  group,  shows  how  greatly  the 
miniatures  of  the  third  group  differ  from  the  work  of  the  painters  who  more 
faithfully  and  ably  imitated  the  style  of  their  master  and  who,  together  with  him, 
were  responsible  for  the  major  part  of  the  illustrations. 

One  miniature,  Pilate's  wife  sending  a  messenger  to  her  husband  (fig.  99) ,  is 
a  wash  drawing.  This  is  not  a  preliminary  sketch,  but  a  finished  picture,  different 
in  technique,  though  not  in  style,  from  the  other  representations.  It  is  impossible 
to  determine  the  reasons  for  this  exception,  which  also  occurs,  in  one  instance,  in 
another  manuscript  illustrated  by  T'oros  Roslin,  Walters  Art  Gallery,  No.  539, 
A.D.  1262  (fol.  195).  However,  the  technique  itself  is  not  unknown  and  in  several 
Cilician  manuscripts  the  marginal  miniatures  as  well  as  the  full-page  portraits  of 
the  Evangelists  are  wash  or  tinted  drawings.  In  some  examples  we  find  the  reverse 
procedure  from  the  Freer  and  Walters  manuscripts:  one  miniature  is  painted  in 
full  color  and  the  others  are  merely  tinted. 

Throughout  the  manuscript  there  is  a  definite  attempt  to  place  the  miniatures 
close  to  the  relevant  passages ;  in  consequence  the  component  elements  are  sometimes 
separated  from  one  another.  Thus  in  the  scene  of  the  Holy  Women  at  the 
Sepulchre,  the  sleeping  soldiers  are  painted  in  the  lower  margin  of  page  194,  after 
the  words  "and  for  fear  of  him  the  keepers  did  shake  and  became  as  dead  men" 
(Matthew  18:4),  while  the  women  talking  to  the  angel  occupy  the  upper  margin 
of  page  195,  before  verse  5:  "and  the  angel  answered  and  said  to  the  women" 
[figs.  109,107).  Similarly,  on  page  314,  the  cock  is  depicted  in  the  middle  margin, 
next  to  the  word  (the  cock)  "crew,"  and  Peter,  repentant,  is  seated  lower  down 
on  the  same  page  after  the  words  "and  he  wept"  (Mark  14:  72,  fig.  128). 

This  same  desire  to  bring  together  text  and  image  has  sometimes  resulted,  on 
the  contrary,  in  arbitrarily  joining  separate  episodes.  On  page  180  (fig.  102) 
Peter,  weeping,  is  seated  under  the  first  column  of  text  which  ends  with  the  words 
"and  wept  bitterly"  (Matthew  26:75)  ;  Christ  being  led  to  the  house  of  Pilate 
is  represented  under  the  second  column  of  text  which  ends  with  the  words  "and 
when  they  had  bound  him  they  led  him  away"  (Matthew  27:2).  But  as  this 
second  scene  comprises  several  figures  it  extends  to  the  miniature  painted  under 
the  first  column  of  text,  and  only  the  different  types  of  background  and  the  direction 
in  which  the  figures  are  turned  distinguish  the  two  episodes  from  one  another.  We 
find  a  similar  example  on  page  667  (fig.  175).  Peter  cutting  the  ear  of  Malchus, 
related  in  the  first  column,  is  joined  to  the  group  of  men  leading  Christ  to  the  house 
of  Annas  depicted  in  the  upper  margin  of  the  second  column,  immediately  before 
the  relevant  passage  (John  18:  13). 

In  a  few  instances  separate  episodes  have  been  contracted  into  a  single 
composition,  a  contraction  independent  from  the  relation  of  the  picture  to  the  text. 
The  large  miniature  of  page  310  occupies  almost  half  the  height  of  the  page  (fig. 
123)  and  only  the  following  passage  is  written  above  it:  "And  they  all  forsook 
him  and  fled.  And  there  followed  him  a  certain  young  man,  having  a  linen  cloth 
cast  about  his  naked  body;  and  the  young  men  laid  hold  on  him.  And  he  left  the 
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linen  cloth  and  fled  from  them  naked.  And  they  led  Jesus  away  to  the  high  priest" 
(Mark  14:  50-53).  The  fleeing  apostle  illustrates  the  first  verses  of  this  passage 
and  Jesus  before  the  high  priest  the  last  one;  the  group  with  Judas  embracing 
Jesus,  in  the  center,  is  alien  to  this  scene,  and  belongs  to  the  Betrayal  which  is 
related  on  the  preceding  page,  but  which  was  not  illustrated  there. 

On  page  319  we  have  the  brief  account  of  the  arrival  at  Golgotha  and  of  the 
Crucifixion  (Mark  15:  22-26),  but  we  see  instead  the  Mocking  of  Christ  related 
on  page  318;  moreover  the  carrying  of  the  Cross  by  Simon  of  Cyrene,  also  related 
on  page  318,  has  been  combined  with  the  Raising  of  the  Cross  which  is  not  spe- 
cifically mentioned  {fig.  125).  The  only  detail  connected  with  the  passage  written 
on  this  page  is  the  small  cup  held  by  one  of  the  Jews  on  the  right;  it  refers  to  the 
words  "and  they  gave  him  to  drink  wine  mingled  with  myrrh:  but  he  received  it 
not"  (v.  23). 

There  are,  however,  very  few  examples  of  this  type  of  contraction ;  in  general 
the  text  has  been  followed  with  the  utmost  care  and  precision.  The  first  Gospel  is 
more  fully  illustrated  than  the  other  three:  there  are  59  miniatures  in  Matthew, 
18  in  Mark,  34  in  Luke,  and  10  in  John.  When  the  same  or  a  similar  episode  occurs 
more  than  once  the  artists  have  avoided  a  monotonous  repetition  by  introducing 
slight  but  significant  changes.  The  Healing  of  the  Blind  is  a  particularly  good 
example  since  the  subject  itself  offered  but  slight  opportunities  for  variations.  In 
the  Gospel  of  Matthew  the  painter  has  focused  his  attention  on  the  words  "and 
when  Jesus  departed  thence  two  blind  men  followed  him"  (9:  27),  which  precede 
the  actual  miracle  {fig.  71).  The  people  gathered  at  the  city  gate  gaze  intently 
into  the  distance,  suggesting  by  their  attitudes  that  Jesus,  though  not  represented,  is 
still  within  sight.  The  blind  men  approach,  unheeded  by  the  crowd,  tapping  the 
ground  with  their  sticks;  the  younger  one  raises  his  head  in  the  characteristic 
posture  of  the  blind.  The  other  compositions  adhere  more  closely  to  the  traditional 
iconography,  but  specific  details  call  attention  to  the  textual  differences  in  the 
Gospels;  on  page  255  {fig.  119)  the  young  man  points  to  a  tree  in  accordance  with 
the  words  "and  he  looked  up,  and  said,  I  see  men  as  trees  walking"  (Mark  8:  24) ; 
on  page  278  {fig.  122)  a  mantle  lies  on  the  ground,  for  the  blind  man  "casting 
away  his  garment,  rose,  and  came  to  Jesus"  (Mark  10:  50). 

The  detailed  pictorial  cycle  which  often  illustrates  successive  moments,  also 
includes  scenes  rarely  represented  elsewhere. 

The  Circumcision  of  Christ  is  absent  even  from  the  two  Byzantine  Gospels 
which  have  a  detailed  narrative  cycle:  Paris  gr.  74  and  Laur.  VI.  23.  The  brief 
mention  in  the  Gospel  of  Luke  is  immediately  followed  by  the  account  of  the 
Presentation,  and  since  the  latter  was  the  more  important  event  it  was  the  one 
selected  for  illustration.  The  only  known  examples  of  the  Circumcision  occur  in 
manuscripts  in  which  the  miniatures  accompany  the  lections  for  special  feast  days; 
it  is  represented  above  the  readings  for  January  1  in  the  Gospel-Lectionary  of  the 
Vatican  Library,  gr.  1156  (fol.  283)  and  in  the  Menologium  of  Basil  II.  These 
two  miniatures  differ  from  one  another  and  in  turn  from  the  composition  of  the 
Freer  Gospel.  In  the  Lectionary  Mary  is  seated  holding  the  Christ  Child  on  her 
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lap;  Joseph  stands  behind  her  and  a  young  Israelite,  advancing  in  rapid  motion,  is 
about  to  perform  the  rite.  In  the  Menologium  Mary  and  Joseph,  standing,  together 
hold  the  Christ  Child  and  the  mohel  approaches  them,  knife  in  hand;  behind  him 
appears  the  temple.90  The  composition  of  the  Freer  Gospel  is  partly  patterned  on 
the  Presentation  but  with  significant  differences  {fig.  137).  The  event  takes  place 
in  the  grotto  of  the  Nativity,  and  Joseph,  with  veiled  hands,  holds  the  Child  above 
the  manger,  clearly  identified  by  an  inscription.  A  liturgical  character  is  given  to 
the  event  by  the  women,  holding  lighted  tapers,  who  stand  behind  the  mohel. 

This  same  liturgical  character  appears  in  the  Circumcision  of  John  the  Baptist, 
a  subject  even  more  rare  than  the  Circumcision  of  Christ.  Men  with  lighted  tapers 
stand  behind  the  mohel  and  Zacharias  who  carries  the  child  in  his  arms;  Zacharias 
is  represented  a  second  time  writing  his  son's  name  on  a  tablet  {fig.  134).  These 
two  scenes  are  preceded  on  page  333  by  the  Annunciation  to  Zacharias.  The  old 
priest  points  to  his  lips  to  indicate  that  he  was  struck  dumb  when  he  doubted  the 
message  given  to  him  by  the  angel ;  to  the  left  are  the  people  who  waited  outside 
the  temple  {fig.  133).  Three  episodes  also  follow  one  another  in  the  Laur.  VI.  23, 
the  birth,  the  circumcision,  and  the  naming  of  John  the  Baptist,  but  there  is  no 
correspondence  between  these  miniatures  and  ours.  In  the  Circumcision  the 
Byzantine  painter  has  repeated  the  iconographic  scheme  of  the  Presentation  of 
Christ:  Elizabeth,  followed  by  Zacharias,  holds  out  the  infant  John;  an  old  man 
stands  facing  her,  but  the  rite  of  the  circumcision  is  not  even  suggested,  for  this  old 
man  also  holds  the  Child  with  both  hands.91  The  naming  of  John,  depicted  in  a 
separate  scene,  includes  the  people  who  watch  Zacharias  as  he  writes  his  son's  name 
on  a  tablet. 

Minor  episodes  are  often  illustrated.  For  instance,  on  page  577  {fig.  169),  we 
see  the  men  who,  after  being  miraculously  fed,  "took  shipping  and  came  to 
Capernaum,  seeking  for  Jesus"  (John  6:  24).  They  are  crowded  into  three  small 
boats,  tossing  on  the  waves,  as  the  personification  of  the  wind  blows  on  the  waters ; 
their  frantic  gestures  express  their  confusion  and  their  dismay  at  seeing  that  Jesus 
had  departed.  A  simpler  version  of  the  same  scene,  a  single  boat,  occurs  in  another 
Armenian  manuscript,  the  Gospel  illustrated  in  1272  for  Queen  Keran  (Jerusalem, 
Arm.  Patr.,  No.  2563,  fol.  308v)  ;  in  the  Byzantine  Gospel  of  Florence  (Laur.  VI. 
23,  fol.  180),  Jesus  speaks  to  the  men  approaching  in  a  boat,  but  this  miniature 
lacks  the  lively  quality  of  the  composition  in  the  Freer  manuscript. 

This  liveliness,  and  an  attempt  to  translate  the  Gospel  narrative  into  the 
language  of  everyday  life,  characterize  the  illustrations  of  our  manuscript.  It  is 
in  this  respect,  more  than  in  any  other,  that  these  compositions  differ  from  the 
traditional  themes  of  Byzantine  art.  We  find  here  a  fresh  and  imaginative  approach 
to  the  subject,  as  if  the  painters  were  trying  to  visualize  for  the  first  time  the  events 
related  in  the  Gospel.  Small  details  enliven  the  compositions  or  stress  a  particular 
moment.  In  the  scene  of  the  adulterous  woman  {fig.  171)  our  attention  is  drawn 

90  //  Menologio  di  Basilio  II,  Turin,  1907,  p.  287. 

91  The  Rockefeller  McCormick  New  Testament.  Volume  III.  The  Miniatures,  by  Harold  R. 
Willoughby,  Chicago,  1932,  pi.  L. 
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to  the  accusers  who,  "being  convicted  by  their  own  conscience,  went  out  one  by  one" 
(John  8:9).  In  the  healing  of  the  deaf  and  dumb  man,  the  gestures  and  expressions 
of  the  bystanders  recall  the  words  of  the  Gospel,  "and  were  beyond  measure  aston- 
ished" (Mark  7:  37),  and  these  words  have  been  written  above  them,  on  the  gold 
ground  {fig.  120).  In  the  healing  of  the  demoniac  {fig.  72)  Jesus  has  not  been 
represented,  but  the  import  of  the  miracle  is  clearly  conveyed  by  the  gestures  of  the 
multitude  who  "marvelled,  saying.  It  was  never  seen  in  Israel"  (Matthew  9:  33). 
Elsewhere,  the  pictorial  translation  of  a  figure  of  speech  gives  greater  meaning  to 
the  scene;  the  men  who  stand  next  to  Pilate  washing  his  hands,  point  to  their 
heads  as  they  cry  out:  "His  blood  be  on  us,  and  on  our  children"  (Matthew 
27:  25)  ,92  For  greater  clarity  their  words  are  written  on  the  arches  of  the  building 
{fig.  103)  and  this  method  of  inscribing  sentences  or  words,  which  may  or  may  not 
be  in  the  Gospel  text,  is  a  characteristic  trait  of  our  manuscript.  When  Jesus  is 
anointed  at  the  house  of  Simon  the  leper,  Judas  rises  in  protest  and  the  words 
"don't,  don't,"  written  next  to  him,  stress  the  indignation  he  felt  at  what  he  consid- 
ered to  be  a  waste  of  costly  material  {fig.  96). 93  A  further  realistic  touch  is  added 
to  this  composition:  Simon  is  clearly  represented  as  a  leper,  also  identified  as  such 
by  the  inscription,  and  he  stands  outside,  apart  from  his  guests.  In  the  scene  of  the 
man  with  the  dropsy,  whom  Christ  healed  on  the  Sabbath  day,  one  of  the  Jews 
makes  an  admonitory  gesture  and  holds  a  scroll  with  the  words  "It  is  the  Sabbath, 
says  God"  {fig.  147).  When  the  man  born  blind,  who  also  was  healed  on  the  Sab- 
bath day,  appears  before  the  Pharisees  one  of  them  holds  a  scroll  with  the  inscrip- 
tion: "Remember  the  Sabbath  day  to  keep  it  holy"  {fig.  172).  The  same  protest 
on  the  part  of  the  Jews  is  recalled  in  the  healing  of  the  paralytic,  even  though  the 
Gospel  does  not  say  that  it  took  place  on  the  Sabbath;  as  the  youth  walks  away, 
carrying  his  bed  on  his  back,  he  turns  around  and  looks  at  an  old  man  seated  inside 
a  small  circular  building  on  which  is  written  "it  is  the  Sabbath"  {fig.  69). 

Other  miniatures  introduce  familiar  details  or  give  a  familiar  interpretation 
to  the  entire  scene.  Salome,  an  elegant  young  woman  in  contemporary  dress,  dances 
before  Herod  to  the  tune  of  a  reed  pipe  and  a  tambourine,  the  instruments  which 
to  the  present  day  are  the  favorite  ones  played  at  all  popular  festivities  {fig.  77). 
The  Jews  paying  the  thirty  pieces  of  silver  to  Judas,  or  bribing  the  soldiers  who 
guarded  the  sepulchre,  are  seated  on  the  ground  and  weigh  the  money,  or  actual 
"pieces"  of  silver,  in  their  scales,  like  merchants  in  a  bazaar  {figs.  97, 110).  When 
the  apostles,  seeking  a  room  for  the  Passover,  meet  the  man  bearing  a  pitcher  of 
water  and  ask  him,  as  Jesus  had  told  them,  "Where  is  the  guest  chamber?"  the 
servant  points  to  the  "upper  room,"  above  a  flight  of  stairs  {fig.  121).  Perhaps  to 

92  For  an  earlier,  unrelated,  example  of  this  scene  in  Western  art  see  O.  Pacht,  C.  R.  Dodwell,  and 
F.  Wormald,  The  St.  Albans  Psalter,  London,  I960,  pp.  91-92,  pi.  28b;  here  Pilate  is  sprinkling  the 
Jews  with  water.  The  composition  of  our  manuscript  is  further  developed  in  two  Armenian  Gospels  of 
the  14th  century:  the  Jews  not  only  point  to  their  head  but  lay  the  other  hand  on  the  heads  of  the 
children  standing  in  front  of  them  (London,  British  Museum,  Or.  5304,  fol.  23;  Erevan,  Matenadaran, 
No.  212,  fol.  91). 

93  Judas's  protest  is  mentioned  only  in  John  12:  4-6;  Matthew  and  Mark  refer  to  the  indignation  of 
the  disciples,  but  do  not  single  out  Judas. 
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suggest  that  this  room  was  "furnished  and  prepared,"  the  painter  has  also  portrayed 
the  master  of  the  house,  waiting  for  his  guests.94 

The  best  example  of  a  composition  which  radically  departs  from  the  usual 
types  is  the  Entry  into  Jerusalem.  The  miniature  on  page  129  {fig.  93)  is  a  simpli- 
fied version  of  the  traditional  iconography,  in  which,  as  in  other  Armenian  manu- 
scripts, the  conventional  image  of  a  temple  stands  for  the  city  of  Jerusalem.  But 
on  page  489  we  have  a  unique  interpretation  of  this  scene  {fig.  153) .  The  triumphal 
procession  is  almost  over,  Jesus  is  about  to  enter  the  city,  and  only  the  hind  legs  of 
the  ass  are  still  visible  under  the  gate;  behind  come  the  apostles  and  the  people 
carrying  branches  and  praising  the  Lord. 

In  the  Judgment  before  Pilate  the  gestures  of  the  Jews  accompanied  the  words 
they  uttered.  The  miniatures  which  illustrate  Christ's  own  words  are  a  slightly 
different  form  of  the  same  type  of  illustration.  Four  small  roundels,  painted  next 
to  the  words  "I  am  the  God  of  Abraham,  and  the  God  of  Isaac  and  the  God  of 
Jacob"  (Matthew  22:  32),  portray  the  Ancient  of  Days  with  a  jeweled  cross  in- 
scribed in  a  gold  nimbus,  and  the  three  patriarchs  with  identical  features  but  blue, 
red,  or  gold  haloes  {fig.  94).  To  illustrate  the  words  of  Jesus:  "Thou  art  Peter, 
and  upon  this  rock  I  will  build  my  church"  (Matthew  16:  18),  the  painter  has 
represented  behind  the  apostles  the  small  conventional  image  of  a  church  erected 
upon  a  rocky  mound  {fig.  83) .  The  hand  of  God,  coming  out  of  the  segment  of  sky, 
appears  in  the  upper  margin,  and  a  fine  red  line,  a  ray  of  light,  extends  downward 
to  the  symbolized  church.  This  passage  is  also  singled  out  in  other  Cilician  manu- 
scripts where  we  sometimes  find  merely  a  small  church  painted  in  the  margin,  at 
other  times  the  bust  figure  of  Peter  inside  this  church.95 

The  prophet  Isaiah  portrayed  on  page  43  may  be  considered  as  another  ex- 
ample of  a  literal  interpretation  of  the  text.  The  sick  and  possessed  who  were 
brought  to  Jesus  to  be  healed  (Matthew  8:  16)  are  represented  in  the  upper  part 
of  the  same  page,  while  the  prophet  stands  next  to  verse  17:  "That  it  might  be  ful- 
filled what  was  spoken  by  Esaias  the  prophet  saying,  Himself  took  our  infirmities 
and  bare  our  sicknesses"  {figs.  64,  66).  However,  the  inscription  on  Isaiah's  scroll 
does  not  repeat  the  words  of  the  Gospel,  which  refer  to  Isaiah  S3 : 4,  but  gives  us 
the  next  verse  in  Isaiah:  "with  his  stripes  we  are  healed." 

This  difference  is  worth  noting;  the  inscription  is  not  a  purely  mechanical 
transcription  of  the  words  written  next  to  the  image,  but  a  conscious  attempt  to 
call  attention  to  the  concordance  between  the  two  Testaments,  to  the  fulfillment  of 
what  was  predicted  in  the  Old  Testament.  This  is  even  more  apparent  when  a 
prophet,  holding  a  scroll  with  an  appropriate  quotation,  is  introduced  into  a 
composition,  although  there  is  no  such  reference  in  the  Gospel  text.  Thus  while 
"the  men  that  held  Jesus  mocked  him  and  smote  him"  (Luke  22 :  63-64) ,  a  prophet, 
half  hidden  by  the  gold  background  {fig.  160),  displays  a  scroll  with  the  inscrip- 
tion: "I  hid  not  my  face  from  shame  and  spitting"  (Isaiah,  50:  6).  When  Christ 

94  In  the  Byzantine  Gospel  of  Florence,  Laur.  VI.  23,  fol.  91v,  the  master  of  the  house  stands  inside 
the  door  and  speaks  to  the  two  disciples. 

98  Istanbul,  Arm.  Patr.,  Gospel  of  a.d.  1256,  fol.  66v. 


40 


FREER  GALLERY  OF  ART,  ORIENTAL  STUDIES,  NO.  6 


appears  to  the  apostles  after  the  Resurrection  and  shows  them  His  wounds  (fig. 
165),  a  prophet,  standing  behind  the  mountain,  waves  a  long  scroll  bearing  the 
words:  "these  wounds  in  my  hands  with  which  I  was  wounded  in  the  house 
of  my  friends"  (Zechariah  13:6). 

The  relation  between  the  two  Testaments  is  also  shown  in  a  different  way.  On 
the  opening  page  of  the  Gospel  of  John  (fig.  167)  the  nimbed  eagle,  the  symbol  of 
the  Evangelist,  is  painted  twice  above  the  headpiece  while  the  initial  is  formed  by 
Jacob's  vision  of  the  ladder  which  "reached  to  heaven:  and  behold  the  angels  of 
God  ascending  and  descending  on  it.  And,  behold,  the  Lord  stood  above  it" 
(Genesis  28:  12-13).  This  image,  so  skillfully  adapted  to  the  shape  of  the  letter,  is 
in  part  based  on  the  last  verse  of  the  first  chapter  of  the  Gospel  of  John,  "Verily, 
verily,  I  say  unto  you,  Hereafter  you  shall  see  heaven  open,  and  the  angels  of  God 
ascending  and  descending  upon  the  Son  of  man,"  but  the  painter,  or  the  person 
who  directed  him,  was  acquainted  with  the  commentaries  which  explain  this 
passage  by  reference  to  Jacob's  dream. 

A  liturgical  or  a  theological  interpretation  has  sometimes  been  substituted  for, 
or  combined  with,  the  narrative  illustration.  As  in  some  Early  Christian  manu- 
scripts and  Byzantine  churches  the  Communion  of  the  Apostles  takes  the  place  of 
the  Last  Supper,  but  a  characteristic  detail  connects  this  miniature  with  the  ritual 
of  the  Armenian  church  (fig.  157).  Behind  the  apostles,  the  artist  has  painted  the 
curtain  which  is  drawn  back  from  the  altar  when  the  faithful  advance  to  receive 
holy  communion. 

Again,  as  in  Early  Christian  and  Byzantine  art,  the  illustration  of  the  Parable 
of  the  Ten  Virgins  stresses  its  real  meaning  and  its  connection  with  the  Last  Judg- 
ment. The  wise  virgins,  carrying  lighted  torches,  have  entered  the  church  and  are 
blessed  by  Christ  who  appears,  in  bust,  above  them;  an  angel  sounding  the  trumpet 
flies  over  the  foolish  ones  who,  in  sorrowful  attitudes,  stand  outside  (fig.  95).  The 
same  idea  is  expressed  in  different  ways  in  other  Cilician  manuscripts.  In  the 
Walters  Gospel,  T'oros  Roslin  represented  the  foolish  virgins  in  the  large  compo- 
sition of  the  Last  Judgment;  they  stand  to  the  left  of  the  enthroned  apostles,  one  of 
whom  closes  the  door  to  prevent  them  from  entering.96  In  a  Gospel  of  the 
Mekhitharist  Library  in  Vienna,  No.  278,  fol.  85,  an  angel  with  drawn  sword 
threatens  the  foolish  virgins,  while  Peter  leads  the  wise  ones  toward  a  gate,  just  as 
in  the  Last  Judgment  he  precedes  the  righteous  approaching  the  gates  of  paradise. 

The  underlying  meaning  of  the  Parable  of  the  Prodigal  Son  has  also  been  em- 
phasized (fig.  148) .  The  father  is  nimbed  and  clad  in  classical  garb ;  the  fatted  calf, 
brought  by  the  servants  who  carry  the  "best  robe,"  the  ring,  and  the  shoes,  is  also 
nimbed ;  so  is  the  young  man  standing  on  the  right,  attired  in  classical  dress  like  the 
father.  His  attitude,  as  he  turns  to  speak  to  one  of  the  servants,  suggests  that  he  is 
the  elder  son  who,  hearing  sounds  of  rejoicing,  asked  "what  these  things  meant" 
(Luke  15 :  26) .  According  to  the  majority  of  commentators,  the  father  is  an  image 
of  God,  the  two  sons  represent  the  sinners  and  the  righteous,  and  the  fatted  calf  is 
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a  figure  of  Our  Lord  sacrificed  for  the  sinners.  This  is  why  both  the  father  and 
the  fatted  calf  are  nimbed,  and  this  may  also  be  the  reason  why  a  nimb  was  used  for 
the  elder  son  who  personifies  the  righteous.  But  there  may  be  yet  another  explana- 
tion. According  to  Theophanes  Cerameus,  a  Byzantine  author  of  the  12th  century, 
the  elder  son  who  never  transgressed  and  was  ever  with  the  father  is  an  image  of 
the  angels.97  In  our  miniature,  the  figure  on  the  extreme  right  is  not  only  nimbed 
and  clad  in  classical  dress,  but  he  also  holds  a  lance,  attribute  of  the  archangels,  and 
like  them  has  a  fillet  in  his  hair.  One  may  therefore  suggest  that  the  artist  followed 
a  similar  interpretation  and  gave  to  the  elder  son  the  appearance  of  an  archangel. 
This  hypothesis  finds  a  corroboration  in  a  miniature  in  a  Serbian  manuscript  of  the 
13th  century,  known  as  the  Prizren  Gospel.  The  father  of  the  parable  is  represented 
as  God  the  Father  and  the  son  as  Adam,  both  of  them  identified  by  the  accompany- 
ing inscriptions;  to  the  right  stands  the  archangel  Michael,  sword  in  hand.98 

We  cannot  comment  on  all  the  miniatures  of  this  richly  illustrated  manuscript; 
the  typical  examples  that  have  been  discussed  show  the  variety  and  originality  in 
the  interpretation  of  the  Gospel  narrative.  The  artists  were  capable  of  expressing 
pathos,  though  always  with  great  restraint.  In  the  Burial  of  Christ  (fig.  104)  the 
mourning  women  seated  by  the  sepulchre  watch  in  silent  sorrow  as  Joseph  of  Ari- 
mathea  winds  the  strips  of  linen  around  the  body  stretched  on  the  marble  slab;  the 
emaciated  form  of  Christ,  His  sunken  cheeks,  the  deep  shadows  around  His  eyes 
all  bear  the  marks  of  His  passion.  In  the  Agony  in  the  Garden  (fig.  156),  Christ, 
prostrate,  does  not  raise  His  head  to  look  at  the  angel  flying  down  to  comfort  Him. 
The  rapid  movement  of  the  angel,  his  gesture  and  expression  give  an  intensity  to 
the  scene  which  is  lacking  in  the  Byzantine  examples  where  he  stands  facing  Christ, 
or  approaches  from  behind.99  Elsewhere,  as  in  the  Feeding  of  the  Five  Thousand, 
the  animated  groups  give  to  the  composition  the  appearance  of  an  outdoor  festivity 
(fig.  79).  Expressive  gestures  enliven  many  of  the  scenes;  to  the  examples  already 
mentioned  one  may  add  the  miniature  of  the  Tribute  Money  where  the  soldier 
speaking  to  Peter  holds  up  two  fingers  in  order  to  make  it  clear  that  he  is  asking  for 
the  "didrachma"  (fig.  82). 

The  stylistic  analysis  showed  the  marked  affinities  between  the  miniatures 
painted  by  the  master  artist  and  the  illustrations  of  the  manuscripts  signed  by  T'oros 
Roslin ;  the  iconographic  study  also  leads  to  the  conclusion  that  the  Freer  Gospel  is 
a  product  of  his  atelier.  Many  compositions  belong  to  the  common  repertoire  of 
Cilician  miniaturists  of  the  13th  century,  but  the  more  unusual  representations  find 
their  closest  parallels  in  the  work  of  T'oros  Roslin — in  particular,  the  Walters 
Gospel  which  also  has  a  detailed  narrative  cycle.  We  find  in  this  manuscript,  as  in 

97  Migne,  P.  G.  132,  cols.  380A,  392-396. 

98  A.  Grabar,  Recherches  sur  les  influences  orientales  dans  I'art  balkanique,  Strassburg,  1928,  pp.  72- 
73,  pi.  viii,  1.  This  manuscript,  formerly  in  the  National  Library  of  Beograd,  No.  297,  was  destroyed 
by  fire  in  1941.  S.  Radojcic,  Stare  srpske  minijature,  Beograd,  1950,  p.  65. 

99  See,  for  instance,  H.  Omont,  Evangiles  evec  peintures  byzantines  du  Xle  siecle,  Pan's,  1908,  pis.  45, 
85,  135;  K.  Weitzmann,  "The  Narrative  and  Liturgical  Gospel  Illustrations,"  New  Testament  Manu- 
script Studies,  pi.  xvii. 
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ours,  such  scenes  as  Judas  leading  the  Jews  (fig.  346)  the  Apostle  fleeing  naked  at 
the  time  of  the  Betrayal,  the  Jews  bribing  the  soldiers  who  guarded  the  Sepulchre.100 
In  this  manuscript,  as  in  the  Freer  Gospel,  Christ  is  not  included  in  the  composition 
which  illustrates  the  Healing  of  the  Sick  (fig.  360).  In  the  Return  from  Egypt 
(fol.  20v)  Joseph  carries  the  infant  Jesus  on  his  shoulders  and  Mary  and  a  young 
man  follow  on  foot,  the  iconographic  scheme  used  for  the  Flight  in  our  manuscript 
(fig.  58),  which  differs  from  the  usual  type  in  which  Mary  is  seated  on  an  ass. 
In  the  scene  of  Jesus  among  the  Doctors,  the  latter  hold  scrolls  bearing  excerpts 
from  the  Decalogue  (fol.  213v).  When  Christ  is  in  a  boat  He  is  incongruously 
represented  seated  on  a  throne  (fols.  41v,  223v,  fig.  74).  There  are  also  points 
of  contact  with  other  manuscripts  illustrated  by  T'oros  Roslin.  For  instance, 
the  Adoration  of  the  Magi  is  identical  with  the  composition  of  the  Jerusalem 
Gospel  No.  3627  (figs.  60  and  362),  and  very  similar  to  the  one  in  Jerusalem  No. 
251  (fol.  15v)  ;  in  all  three  manuscripts  the  Virgin  is  seated  on  exactly  the  same 
type  of  throne  placed  in  the  opening  of  the  cave.  When  Jesus  appears  to  the 
disciples  after  His  resurrection,  the  "closed  doors"  are  added  to  the  landscape 
setting  in  the  Freer  Gospel  (fig.  165)  ;  the  same  curious  inconsistency  may  be  seen 
in  the  composition  of  the  Incredulity  of  Thomas  in  Jerusalem  No.  3627  (fig.  363) 
where  the  scene  takes  place  out  of  doors,  but  where  the  "closed  doors"  are  depicted 
on  the  right,  next  to  the  mountain. 

These  comparisions  are  instructive  in  two  respects.  They  show  on  the  one 
hand  a  close  relationship  between  the  Freer  Gospel  and  the  manuscripts  of  T'oros 
Roslin,  a  relationship  which  is  even  more  apparent  when  one  considers  the  work 
done  in  other  Cilician  scriptoria.  But  they  also  bring  out  the  fact  that  T'oros  Roslin 
hardly  ever  repeated  the  same  composition;  slight  variations,  differences  in  the 
attitudes,  in  the  number  and  grouping  of  the  figures  show  the  vitality  of  this  group 
of  miniaturists  who  avoided  the  slavish  copying  of  established  models. 

*    *  * 

The  Gospel  of  Prince  Vasak  is  the  third  manuscript  at  the  Freer  Gallery  which 
can  be  assigned  to  the  scriptorium  of  Hromkla.  Codex  No.  50.3  showed  a  type  of 
illustration  favored  by  the  Armenians,  namely,  full-page  miniatures  of  the  major 
events  in  the  life  of  Christ.  The  painters  of  Great  Armenia  grouped  these  scenes  at 
the  beginning  of  the  manuscript,  those  of  Cilicia  place  them  close  to  the  passages 
that  are  illustrated.  Codex  No.  44.17  is  a  typical  example  of  the  work  of  the  older 
generation  of  miniaturists  who  worked  for  Catholicos  Constantine,  and  who  limited 
the  illustrations  to  the  portraits  of  the  evangelists.  When  T'oros  Roslin  takes  over 
the  leadership  of  the  scriptorium  of  Hromkla  a  narrative  cycle  is  added  to  the 
earlier  method  of  full-page  compositions  of  the  major  feasts.  Among  surviving 
manuscripts  this  narrative  cycle  is  best  exemplified  by  the  Freer  and  Walters 
Gospels.  It  must  also  have  existed  in  the  Gospel  written  for  Het'um  I  (Erevan, 
Matenadaran,  No.  5458)  for  the  two  miniatures  that  are  preserved  illustrate  sec- 
ondary episodes.  One  of  them  represents  the  angels  worshiping  Jesus  after  the 
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Temptation  (fig.  359)  ;  the  second  (fig.  358)  portrays  Christ  standing  with  an  open 
book  in  His  hands  next  to  John  4:  26  and  the  words  he  utters,  "I  that  speak  unto 
thee  am  he,"  are  written  on  His  book.101  We  can  see,  moveover,  that  there  was 
another  miniature  illustrating  the  conversation  of  Jesus  with  the  woman  from 
Samaria.  The  lower  part  of  folio  250  has  been  mutilated;  the  missing  text  on  the 
recto,  John  4:  2-3,  would  have  filled  the  seven  lines  that  have  been  cut  off,  but  only 
the  last  words  of  verse  6,  "it  was  about  the  sixth  hour,"  are  lacking  between  the 
extant  part  of  folio  250v  and  folio  251.  There  must  have  been,  therefore,  a  minia- 
ture depicting  Jesus  seated  by  Jacob's  well  and  speaking  to  the  Samaritan  woman. 

This  sudden  appearance  of  a  narrative  illustration  in  the  second  half  of  the 
13th  century  is  not  confined  to  the  scriptorium  of  Hromkla.  The  study  of  Codex 
No.  56.11  will  show  that  the  painters  who  worked  under  the  leadership  of  Bishop 
John,  the  brother  of  Vasak  and  Het'um  I,  also  used  at  times  a  fairly  detailed  picture 
cycle  which,  however,  followed  different  iconographic  types.  Yet  another  trend 
may  be  seen  in  the  manuscripts  illustrated  by  a  school  of  miniaturists  which  flour- 
ished in  the  latter  part  of  the  13th  century;  the  outstanding  products  of  this  group 
are  the  Gospel  of  Queen  Keran,  A.D.  1272  (Jerusalem,  Armenian  Patriarchate,  No. 
2563),  the  Lectionary  of  Het'um  II,  A.D.  1286  (Erevan,  Matenadaran,  No.  979), 
and  the  Gospel  of  Erevan,  No.  7651,  partly  illustrated  in  the  13th  century  and 
completed  in  1320. 

The  determining  factors  of  this  new  development  cannot  be  thoroughly 
investigated  so  long  as  the  extant  manuscripts  of  these  different  schools  have  not 
been  completely  published  and  studied.  We  shall  merely  indicate  here  the  various 
artistic  traditions  with  which  the  artists  of  Cilicia  were  acquainted  in  order  to 
suggest  what  may  have  been  the  sources  of  inspiration. 

A  detailed  picture  cycle  was  not  entirely  an  innovation  in  Armenian  book 
illumination  for  it  had  already  been  used  in  the  11th  century  in  the  Gospel  written 
for  King  Gagik  of  Kars.  A  ruthless  hand  has  cut  out  the  majority  of  the  miniatures 
introduced  into  the  text,  but  the  few  remaining  pictures  prove  that  events  of  sec- 
ondary importance,  and  even  the  successive  moments  of  these  events,  had  been  illus- 
trated.102 The  scenes  common  to  the  Gagik  Gospel  and  the  manuscripts  of  T'oros 
Roslin  present  different  iconographic  schemes,  but  other  11th-century  manuscripts 
with  a  narrative  cycle  may  have  existed  and  found  their  way  to  Cilicia,  and  ele- 
ments of  such  a  cycle  already  appear  in  a  Cilician  Gospel  of  the  late  12th  or 
early  13th  century.103  The  possibility  of  a  revival,  partly  based  on  earlier  Armenian 
models,  cannot  therefore  be  excluded. 

The  artistic  creations  of  other  countries  must  also  be  taken  into  consideration, 

101  The  first  of  these  two  miniatures  has  been  cut  off  and  pasted  on  one  of  the  paper  leaves,  fol.  235v; 
it  is  framed  by  a  narrow  red  fillet  and  painted  on  a  gold  ground.  The  second  miniature,  fol.  252,  is 
painted  in  the  outer  margin  and  intrudes  into  the  text  column  where  the  lines  are  slightly  shorter  in  order 
to  provide  ample  space  for  the  figure. 

102  Jerusalem,  Arm.  Patr.,  No.  2556:  A  Tchobanian,  Roseraie  d'Armenie,  vol.  Ill,  pp.  X  h.t.,  XI, 
XVII,  XVIII  h.t.,  5,  15,  22,  24,  h.t.,  73,  109,  132,  240  h.t.,  271. 

103  Venice,  Mekh.  Library  No.  888:  S.  Der  Nersessian  Manuscrits  armeniens,  pp.  87-102. 
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and  first  of  all  those  of  Byzantium.  The  strong  current  of  Byzantine  influence  in 
Great  Armenia  coincides  with  the  period  of  the  expansion  of  the  empire  in  the  1 1th 
century.  In  Cilicia  also,  historic  and  geographic  conditions  had  brought  the 
Armenians  into  close,  if  not  always  friendly,  contact  with  Byzantium  and  facilitated 
artistic  exchanges.  In  fact,  we  have  definite  proof  that  one  of  the  Byzantine  manu- 
scripts with  an  extensive  narrative  cycle,  namely  the  Gospel  in  Florence,  Laur.  VI. 
23,  was  at  one  time  in  Armenian  hands.  G.  Millet  had  already  called  attention  to 
the  fact  that  the  pages  of  this  manuscript  were  numbered,  at  a  later  date,  with 
Armenian  letters,  that  Armenian  inscriptions  were  added  in  the  margin  on  two 
pages,  and  that,  consequently,  it  had  belonged  to  Armenians  at  one  time.104  It  can 
now  be  shown  that  this  Greek  manuscript  was  in  Cilicia  in  the  13th  century  and  was 
used  as  a  model  for  some  of  the  illustrations  of  the  Gospel  of  Erevan,  No.  7651, 
mentioned  above.  Entire  series  of  miniatures  are  copied  from  the  Laur.  VI.  23; 
the  compositions  are  almost  identical  and  they  follow  one  another  in  exactly  the 
same  order.105 

The  illustrations  of  the  Laurentian  manuscript,  which  consist  of  strip  composi- 
tions with  small  figures  and  successive  episodes,  differ  from  those  of  the  Freer 
Gospel,  but  since  we  have  definite  proof  that  this  Byzantine  Gospel  was  used  as  a 
model  by  a  contemporary  of  T'oros  Roslin,  we  must  try  to  see  whether  the  latter 
had  not  also  had  access  to  a  Greek  manuscript  which  he  may  have  imitated  if  not 
actually  copied. 

Among  the  miniatures  discussed  above  there  are  two  types  of  illustrations 
which  do  not  occur  in  earlier  Armenian  manuscripts :  those  which  stress  the  inter- 
dependence of  the  two  Testaments,  usually  by  introducing  the  figure  of  a  prophet; 
those  which  are  literal  interpretations  of  the  text  or  pictorial  translations  of  a  poetic 
image.  The  first  type  appears  in  different  forms  in  Byzantine  art.  In  the  sixth- 
century  Gospels  of  Rossano  and  Sinope,  prophets  holding  inscribed  scrolls  ac- 
company each  one  of  the  Gospel  scenes.  Later,  in  the  Psalters  with  marginal 
illustrations,  scenes  from  the  life  of  Christ  are  placed  next  to  the  passages  which  are 
considered  as  a  prediction  of  these  events.  In  manuscripts  of  the  12th  and  13th 
centuries  we  encounter  a  form  which  is  more  closely  related  to  the  one  used  in 
the  Freer  Gospel.  In  the  Laurentian  VI.  23  when  the  words  of  a  prophet  are  re- 
called in  the  text,  or  even  when  there  is  a  mere  reference  to  a  prophecy,  the  image 
of  a  prophet  is  introduced  into  the  composition,  as  in  the  scenes  mentioned  above, 
or  it  is  drawn  in  the  margin.  In  a  few  other  manuscripts,  where  such  portraits  are 

104  G.  Millet,  Recherches  sur  I'iconographie  de  I'Evangile  aux  XIV e,  XVe  et  XVIe  siecles,  Paris, 
1916,  p.  569. 

105  In  particular  the  illustrations  on  fols.  17v  to  33v,  which  correspond  to  those  of  the  Laur.  VI.  23, 
fols.  9v  to  21v,  and  those  on  fols.  85  to  107v,  which  correspond  to  Laur.  VI.  23,  fols.  63v  to  80v.  See 
an  example  in  L.  Durnovo,  Drevnearm,  Min.,  pi.  42,  and  Laur.  VI.  23,  fol.  I5v  (Paris,  Ecole  des  Hautes 
Etudes,  C  378).  For  the  corresponding  scene  of  the  first  miniature  on  fol.  I5v,  depicting  the  Healing 
of  Peter's  mother-in-law,  see  L.  Durnovo,  Miniatures  armeniennes,  p.  111.  Inscriptions  in  other 
Byzantine  manuscripts,  for  instance  the  Psalter  No.  609  in  the  Vatopedi  Monastery,  also  prove  that  they 
had  belonged  at  one  time  to  Armenians.  G.  Millet  and  S.  Der  Nersessian,  "Le  Psautier  armenien 
illustre,"  Revue  des  etudes  armeniennes,  IX  (1929),  p.  181,  pi.  X. 
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used,  the  words  of  the  prophecy  are  written  on  the  scroll,  as  they  are  in  the  Freer 
Gospel.  For  instance,  in  the  Entry  into  Jerusalem  in  a  13th-century  Gospel,  Berlin 
qu.  66,  a  prophet  standing  behind  the  mountain  holds  a  scroll  with  the  inscription 
"Rejoice  greatly,  O  daughter  of  Zion"  (Zachariah  9:9),  while  in  a  Psalter  in  the 
Vatopedi  Monastery,  No.  760,  David  appears  carrying  a  scroll  with  a  few  words 
from  Psalm  8 :  3. 108 

It  is  possible  that  similar  representations  gave  to  T'oros  Roslin  the  idea  of  in- 
cluding a  prophet  in  some  of  the  Gospel  scenes.  In  the  Entry  of  Jerusalem  which 
he  painted  in  the  Walters  manuscript  (fol.  124)  a  prophet,  displaying  a  scroll  with 
the  same  inscription  as  the  one  in  the  Berlin  manuscript,  appears  under  the  domed 
structure  which  crowns  the  city  gate.  But  Roslin  and  his  assistants  stressed  the 
interdependence  of  the  two  Testaments  in  other  ways  as  well,  of  which  no  cor- 
responding Byzantine  examples  are  known.  Jacob's  vision  of  the  ladder  used  for 
the  initial  of  the  Gospel  of  John  has  already  been  mentioned;  attention  should  also 
be  called  to  the  decoration  of  the  Canon  tables  in  the  Walters  Gospel  and  in  other 
manuscripts  illustrated  by  T'oros  Roslin,  where  the  lunettes  frame  the  bust  portraits 
of  prophets  carrying  scrolls  on  which  are  written  passages  from  the  Messianic 
prophecies.107  In  this  last  instance  the  source  of  inspiration  may  have  been  the 
symbolic  interpretations  of  the  Canon  tables  composed  by  Armenian  authors.108 
Though  no  prophets  are  specifically  mentioned  in  these  texts,  their  principal  theme 
is  the  fulfillment  of  the  predictions  of  the  Old  Testament. 

The  second  method  of  illustration,  that  is,  a  literal  interpretation,  is  also  well 
known  in  Byzantine  art  through  the  Psalters  with  marginal  illustrations,  and  it 
also  occurs  in  Gospel  manuscripts.  Miniatures  of  this  type  are  more  common  in 
Gospel  Lectionaries,  especially  those  in  which  a  marginal  image  accompanies  the 
opening  verse  of  a  sentence,  but  they  are  also  to  be  seen  in  the  Laurentian  VI.  23 
where  the  miniatures  are  introduced  into  the  text.  However,  I  have  not  been  able  to 
find  exact  correspondences  between  the  Byzantine  examples  and  the  Freer  Gospel. 
Independently  from  one  another,  Greek  and  Armenian  painters  display  a  desire 
to  follow  the  text  as  closely  as  possible,  translating  the  words  into  pictorial  forms 

106  G.  Millet,  Iconographie,  pp.  265-266,  fig.  244;  K.  Weitzmann,  "Aristocratic  Psalter  and 
Lectionary,"  Record  of  the  Art  Museum,  Princeton  University,  XIX  (I960),  p.  105,  fig.  3.  For  other 
examples  see  G.  Millet,  op.  cit.,  pp.  268-269 ;  H.  Buchthal,  Miniature  Painting  in  the  Latin  Kingdom  of 
Jerusalem,  Oxford,  1957,  pi.  144a  and  b. 

107  Jerusalem,  Arm.  Patr.  Nos.  251,  2660,  and  3627.  This  method  of  representing  a  selected 
number  of  prophets  holding  scrolls  with  Messianic  prophecies  is  very  different  from  the  one  used  in  the 
sixth-century  Syriac  Gospel  of  Rabula  where  the  prophets  and  other  Old  Testament  figures  are  depicted 
next  to  the  Canon  tables. 

108  See  above,  pp.  16-17.  Images  of  prophets  and  other  figures  are  also  painted  in  small  medallions 
above  the  Canon  tables  of  the  12th-century  Georgian  Gospel  of  Gelati  (Tbilissi,  Institute  of  Manuscripts 
No.  Q  908).  Fol.  5v,  Sacrifice  of  Abraham;  fol.  6,  Zephaniah  standing  in  front  of  a  mountain  looking 
at  flames;  fol.  6v,  Isaiah,  a  hand  coming  out  of  the  segment  of  sky  presents  the  live  coal  to  him;  fol.  7, 
Jeremiah;  fol.  7v,  Ezekiel;  fol.  8,  Daniel;  fol.  8v,  David;  fol.  9,  Solomon  and  next  to  him  an  icon  of 
the  Virgin;  fol.  9v,  John  Chrysostom  writing;  fol.  10,  Deesis  and  angels.  Greek  inscriptions  accompany 
these  representations. 
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even  when  no  action  is  involved,  and  there  is  little  agreement  between  the  pas- 
sages they  have  selected  or  the  way  in  which  they  have  interpreted  them. 

If  from  a  consideration  of  the  types  of  illustration  we  pass  to  the  iconography 
of  the  individual  scenes,  we  notice  that  the  compositions  which  adhere  to  the  Byzan- 
tine types  are  less  numerous  than  those  which  differ  from  them,  and  that  this  adher- 
ence appears  primarily  in  the  representations  of  the  principal  scenes  of  the  life  of 
Christ.  In  a  few  instances  the  earlier  formulae  have  been  discarded  in  favor  of 
those  which  occur  in  contemporary  or  slightly  earlier  Byzantine  examples.  In  the 
Descent  from  the  Cross,  the  Armenian  artists  of  the  11th  century  had  depicted 
Joseph  embracing  the  body  of  Christ,  still  erect  on  the  cross,  but  with  both  hands 
loosened,  hanging  down,  and  Mary  and  John  standing  symmetrically  on  either 
side.109  In  the  Freer  Gospel  {fig.  126)  we  find  the  Byzantine  type  in  which  Nico- 
demus  removes  the  nail  from  the  left  hand  while  Mary  kisses  the  right  hand  that 
has  been  freed.  In  most  examples  of  this  type  John  still  faces  Mary  on  the  other  side 
of  the  cross,  but  there  are  also  compositions  where  the  favorite  disciple  has  not 
been  included.110 

In  the  Raising  of  Lazarus  {fig.  170)  T'oros  Roslin  has  suppressed  the  realistic 
detail  of  the  attendant  who  raises  his  hand  to  his  nose  as  a  protection  from  the  evil 
smell,  although  we  find  this  figure  in  other  manuscripts  painted  by  him.  He  has 
added  the  group  of  the  Jews,  absent  from  earlier  Armenian  miniatures,  and  which 
reappear  in  many  manuscripts  of  the  Middle  Byzantine  period.111 

The  Armenian  artists  usually  combined  the  Adoration  of  the  Magi  with  the 
Nativity,112  while  in  the  Freer  manuscript  it  is  represented  in  a  separate  scene,  on 
the  lower  margins  of  two  confronting  pages  {fig.  60).  This  iconographic  type, 
with  Joseph  standing  next  to  Mary  and  the  angel  introducing  the  Magi,  appears 
in  monuments  of  an  early  date,  for  instance  at  Santa  Maria  Antiqua  and  in  the 
Oratory  of  John  VII  in  Rome,  and  continues  in  the  Middle  Byzantine  period. 
The  miniature  of  the  Freer  Gospel  is  closely  related  to  the  composition  in  the 
Menologium  of  Basil  II,  even  though  Joseph  is  not  represented  there,  for  in  both 
examples  the  angel  is  a  full-length  figure  and  Mary  is  seated  in  the  opening  of  the 
cave.118  The  Armenian  miniaturist  has  added  the  manger  behind  Mary,  perhaps 
a  survival  of  the  compositions  which  combined  the  Nativity  and  Adoration. 

Divergencies  from  the  current  iconographic  types  occur  more  frequently. 
Several  unusual  compositions  have  already  been  discussed,  others  also  show 
interesting  variations.  In  its  main  features  the  Marriage  at  Cana  adheres  to  the 

109  Jerusalem,  Arm.  Patr.  No.  3723,  Gospel  of  a.d.  1045;  Erevan,  Matenadaran,  No.  3784, 
Gospel  of  a.d.  1057;  see  F.  Macler,  Miniatures  armeniennes,  pi.  XII,  fig.  24. 

110  Millet,  Iconographie,  pp.  470-475.  In  three  miniatures  of  Laur.  VI.  23  John  has  not  been 
represented :  ibid.,  figs.  527-529. 

111  Ibid.,  pp.  237-238. 

112  Ibid.,  pp.  149-152 ;  L.  Durnovo,  Miniatures  armeniennes,  pp.  43,  57. 

118  H.  Kehrer,  Die  Heiligen  Drei  Konige  in  Literatur  und  Kunst,  Leipzig,  1909,  II,  pp.  58-70;  II 
Menologio  di  Basilio  II,  p.  272.  At  Santa  Maria  Antiqua  and  in  the  Paris  Gregory  No.  510,  the  half- 
length  figure  of  a  flying  angel  appears  above  the  Magi.  J.  Wilpert,  Romische  Mosaiken  und  Malereien, 
Freiburg  in  Breisgau,  1917,  IV,  pi.  161.2;  Omont,  Miniatures  des  plus  anciens  manuscrits,  pi.  XXXII. 
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Middle  Byzantine  type  used  in  the  Gospels  of  Paris,  gr.  74,  and  Florence,  Laur. 
VI.  23  114 :  Christ  remains  seated  and  is  not  represented  a  second  time  next  to  the 
stone  jars  filled  with  water  {fig.  168).  However,  the  group  around  the  table  is 
very  different:  the  Virgin  and  Christ  are  side  by  side  in  the  middle  of  the  table, 
flanked  by  the  bride  and  bridegroom,  while  in  Byzantine  examples  Christ  is  at  the 
head  of  the  sigma-shaped  table  and  His  Mother  stands  next  to  Him.  The  Armenian 
composition  has  given  greater  prominence  to  Mary,  as  well  as  to  the  bridal  couple, 
and  relegated  the  guests  to  the  background. 

There  is  no  close  Byzantine  parallel  for  the  deeply  moving  composition  which 
shows  the  preparation  for  burial,  rather  than  the  entombment  itself.  "Mary 
Magdalene  and  the  other  Mary,  sitting  over  against  the  sepulchre"  (Matthew  27: 
61)  watch  Joseph  of  Arimathea  as  he  wraps  strips  of  linen  cloth  around  Christ's 
body  (fig.  104).  The  painter  has  taken  pains  to  represent  the  napkin  that  was 
placed  about  Christ's  head  and  which  Peter  found  "in  a  place  by  itself"  when  he 
entered  the  sepulchre  (John  20:  17).  In  Byzantine  compositions  of  the  ninth  and 
tenth  centuries,  the  women  watching  by  the  tomb  sit  below  or  next  to  the  scene  in 
which  Joseph  and  Nicodemus  carry  the  shrouded  body  of  Christ  toward  the  sepul- 
chre.115 Later,  the  Entombment  is  combined  with  the  "Threnos"  that  is,  Mary, 
Joseph,  and  John  weeping  over  the  dead  body  of  Christ,  but  in  none  of  these  ex- 
amples do  we  see  the  actual  preparation  depicted  in  the  Freer  manuscript.116 
There  is  one  detail,  however,  that  suggests  a  knowledge  of  Byzantine  examples  or 
of  a  Byzantine  tradition :  Christ's  body  lies  on  a  mottled  red  slab.  One  of  the  most 
precious  relics  venerated  at  the  church  of  the  Pantocrator  in  Constantinople  was 
the  "red  stone"  (XtGoq  £pu9p6<;)  on  which  Christ's  body  was  said  to  have  been  laid 
as  it  was  shrouded  and  prepared  for  burial.117  It  cannot  be  mere  coincidence  that 
the  stone  of  our  miniature  is  also  painted  red ;  this  miniature  is,  therefore,  a  particu- 
larly illuminating  example  of  the  way  in  which  the  artist  worked  and  the  type  and 
degree  of  connection  with  Byzantine  art.  He  retains  a  significant  element,  known  to 
him  either  through  a  Byzantine  example,  or  through  the  accounts  of  those  who  had 
visited  the  capital  and  seen  the  relic,  but  he  gives  a  personal  interpretation  to  the 
scene,  creating  a  new  image. 

In  this  case,  as  in  many  others,  this  new  imagery  results  from  a  faithful  ad- 

114  Paris,  gr.  74,  fol.  170v:  Omont,  op.  cit.,  pi.  147 ;  Laur.  VI.  23,  fol.  170v:  photograph  Ecole  des 
Hautes  Etudes,  C  427. 

115  Millet,  Iconographie,  pp.  462-463,  figs.  483-485.  In  the  13th-century  manuscript  of  Berlin,  qu. 
66,  the  two  Maries  are  seated  next  to  the  sarcophagus  in  which  Christ's  body  has  been  placed:  Ibid., 
fig.  487.  K.  Weitzmann,  "The  Origin  of  the  Threnos,"  De  Artibus  Opuscula  XL.  Essays  in  Honor 
of  Erwin  Panofsky.  Edited  by  Millard  Meiss,  New  York,  1961,  pp.  476-490,  figs.  1-17. 

118  Ibid.,  pp.  489-516.  There  is  a  suggestion  of  the  preparation  for  burial  in  one  of  the  miniatures 
of  Laur.  VI.  23  (ibid.,  fig.  529)  where  Joseph  seems  to  be  holding  the  ends  of  the  shroud  in  order  to 
wrap  it  around  Christ's  body,  but  the  composition  with  Mary  at  Christ's  head  and  John  at  His  feet  is 
closely  related  to  that  of  the  Threnos.  The  preparation  for  burial  may  be  seen  on  an  archaic  silver  icon 
from  the  monastery  of  Shemokmedi  in  Georgia  where  one  man  is  shown  winding  the  shroud  around 
Christ's  body  while  the  other  holds  the  vase  for  anointment.  G.  N.  Tschubinaschwili,  Georgian  Repousse 
Work,  Tiflis,  1957,  pi.  137. 

117  G.  Millet,  Iconographie,  p.  498. 
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herence  to  the  Gospel  text,  and  may  affect  only  certain  parts  of  the  composition. 
For  instance,  in  the  Mocking  of  Christ  (fig.  160)  the  men  who  strike  Him  with  their 
long  sticks  or  bow  in  derision  before  Him  do  not  differ  substantially  from  those  who 
are  represented  in  Byzantine  compositions;  what  is  new  and  different  is  the  long 
veil  thrown  over  Christ's  head  in  conformity  with  the  words  of  the  text  "they 
covered  His  face"  (Luke  22:  64)  which  are  once  again  written  on  the  upper  band 
of  the  frame.  This  detail  distinguishes  our  miniature  both  from  the  Byzantine 
examples  in  which  Christ  is  never  veiled,  and  from  those  of  Western  Europe  where 
he  is  blindfolded.  The  veil  is  absent  from  the  representation  of  the  same  scene  in 
the  Gospel  of  Mark,  since  it  is  not  mentioned  there  (fig.  125).  We  see  instead 
Jesus  clothed  in  purple,  with  the  crown  of  thorns  on  His  head  and  the  men  who 
"smote  him  on  the  head  with  a  reed,  and  did  spit  upon  him,  and  bowing  their 
knees  worshipped  him"  (Mark  15:  19).  The  woman  who  "was  bowed  together 
and  could  in  no  wise  lift  up  herself"  (Luke  13:  11)  is  represented  seated  on  the 
ground,  her  legs  drawn  up  close  to  her  body  (fig.  146),  while  in  Byzantine  and 
Western  European  art  she  walks,  bent  forward,  leaning  on  one  or  two  canes.  For 
the  Armenian  word  karkameal  used  to  translate  the  Greek  auyKuirrouaa  means 
not  only  bowed  but  can  also  refer  to  a  contraction  of  the  body,  to  someone  who  is 
huddled  up  like  the  sick  woman  of  our  manuscript.  Christ's  appearance  to  the 
disciples  in  Galilee  immediately  follows  Matthew  28:  17,  "and  when  they  saw 
him,  they  worshipped  him;  but  some  doubted,"  and  the  composition  is  a  very 
accurate  translation  of  these  words  (fig.  106).  Jesus  is  clad  in  white  raiments,  as 
He  always  is  in  this  manuscript  after  His  resurrection,  and  a  mandorla  of  light  is 
drawn  around  Him  to  emphasize  the  miraculous  character  of  His  appearance. 
Peter,  personifying  those  who  "worshipped  him,"  kneels  and  bows  his  head  in  deep 
reverence,  behind  him  stand  the  other  apostles,  their  gestures  and  expressions 
clearly  indicating  that  they  are  those  who  doubted.  The  Byzantine  artists  usually 
illustrate  the  mission  given  to  the  apostles  by  representing  Christ  between  two 
symmetrical  groups,  speaking  to  them  and  blessing  them.  Only  in  an  11th-century 
Gospel-Lectionary,  Mount  Athos,  Dionysiu,  cod.  740,  do  we  find  a  miniature  cor- 
responding to  ours,  though  differing  from  it  compositionally.118  Christ  stands  on 
a  hill  speaking  to  the  apostles  who  are  divided  into  two  groups;  some  bend  forward 
their  hands  raised  in  adoration,  others  stand  aside  with  gestures  of  doubt.  The 
miniature  precedes  verses  16-20,  therefore  the  painter  has  also  shown  Christ  ad- 
dressing the  apostles  and  giving  them  the  mission  to  baptize  and  teach  the  people, 
while  in  the  Freer  Gospel  the  composition  only  illustrates  verse  17  and  Christ  ap- 
pears to  His  disciples  but  does  not  yet  speak  to  them. 

As  a  last  example  we  shall  consider  the  miniature  which  depicts  Pilate's  wife 
sending  a  messenger  to  her  husband  (fig.  99).  She  is  still  reclining  in  her  bed,  just 
arousing  from  her  sleep  in  which  she  had  "suffered  many  things"  because  of  Jesus, 
and  she  bids  the  messenger  to  hurry  and  tell  her  husband  to  have  "nothing  to  do 
with  that  just  man"  (Matthew  27:  19) .  The  words  of  her  message  are  written  next 


K.  Weitzmann,  op.  cit.,  in  New  Testament  Manuscript  Studies,  pp.  166-167,  pis.  XXIV,  XXV. 
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to  her.  This  scene  is  absent  from  the  narrative  cycle  of  Byzantine  manuscripts.  In 
some  Cappadocian  frescoes  Pilate's  wife  appears  at  the  window  of  the  house, 
behind  Pilate  who  is  washing  his  hands;119  two  separate  moments  have  been 
compressed  into  a  single  scene  and  the  sending  of  the  message,  so  vividly  portrayed 
in  the  Armenian  miniature,  is  omitted. 

These  miniatures,  to  which  many  more  could  be  added,  are  sufficient  to  show 
the  position  of  T'oros  Roslin  in  regard  to  the  Byzantine  tradition  and  to  that  of 
Great  Armenia.  We  can  be  fairly  certain  that  he  had  seen  Greek  manuscripts.  He 
may  have  been  inspired  by  them  to  illustrate  the  Gospels  in  far  greater  detail  than 
had  previously  been  done  in  Cilicia,  depicting  not  only  actual  events,  but  also, 
occasionally,  the  words  uttered  by  Christ  or  references  to  the  prophets.  Under 
the  influence  of  Byzantine  models,  he  sometimes  modified  the  iconographic  types 
favored  by  the  painters  of  Great  Armenia,  and  in  rare  instances  he  reproduced 
Byzantine  compositions.  But  the  vast  majority  of  the  miniatures  of  the  Freer 
Gospel  differ  from  the  Byzantine  examples  and  the  traditional  formulae. 
T'oros  Roslin  appears  as  a  man  endowed  with  a  vivid  imagination  and  creative 
ability,  as  an  artist  who  devised  a  new  imagery  by  closely  following  the  Gospel  text 
and  by  enlivening  his  compositions  through  careful  observation  of  the  life  and 
people  around  him. 

The  Crusades  had  brought  the  Armenians  of  Cilicia  into  contact  with  the 
Latin  world.  There  was  constant  intercourse  with  the  kingdoms  and  principalities 
established  in  the  Levant  and  fairly  large  numbers  of  Europeans  had  settled 
in  Cilicia.  French  knights  had  sought  service  with  the  Armenian  rulers  and 
had  become  masters  of  fortresses;  the  Hospitalers  and  the  Teutonic  Order  had 
important  possessions  in  Cilicia;  there  were  numerous  merchants  in  the  cities 
and  ports,  as  well  as  members  of  the  religious  orders,  in  particular,  the  Franciscans. 
Among  the  nobility  and  especially  the  royal  family  the  relations  with  the  Euro- 
peans were  strengthened  by  intermarriages.  Het'um's  sisters  and  his  daughters  were 
all  married  to  Frenchmen;  during  his  reign  French  and  Latin  were  used  in  some 
of  the  official  documents  of  the  Armenian  Chancellery.  The  customs  of  Western 
chivalry  had  penetrated  into  the  Armenian  court;  the  two  sons  of  Het'um  were 
knighted  at  ceremonies  which  were  patterned  on  those  of  the  West.  In  view  of  all 
these  connections  one  should  also  consider  whether  any  influence  of  western  Euro- 
pean art  can  be  detected  in  the  works  of  T'oros  Roslin. 

In  the  Gospel  illustrated  by  T'oros  Roslin  in  1268  (Jerusalem,  No.  3627,  fol. 
328)  the  composition  of  the  Crucifixion  is  clearly  derived  from  a  Latin  model.  To 
the  left  of  the  Cross  we  see  the  allegorical  figure  of  Ecclesia,  a  crowned  woman 
carrying  a  church  in  her  right  hand  and  a  bannered  cross  in  the  left.  To  the  right 
stands  the  personification  of  the  Synagogue,  a  blindfolded  woman  who  holds  a 
broken  reed  and  whose  crown  is  thrown  down  from  her  head  by  an  angel.120  This 

119  G.  de  Jerphanion,  Les  eglises  rupestres  de  Cappadoce,  Paris,  1925-42,  pis.  50.1,  142.3.  See  also 
other  examples  cited  by  G.  Millet,  Iconographie,  pp.  621-622,  and  the  Byzantine  Psalter,  Vat.  gr.  372, 
fol.  82v. 

120  In  the  Gospel  of  the  Walters  Art  Gallery,  No.  539,  fol.  124,  Roslin  had  adhered  to  the  Byzantine 
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typically  Western  inconography  is  definite  proof  that  T'oros  Roslin  had  seen  a 
Latin  manuscript,  but  this  is  an  exceptional  example,  and  in  the  Freer  Gospel, 
as  well  as  in  his  other  works,  there  is  little  clear-cut  evidence  of  Western  influence. 

The  costumes  of  several  women  in  our  manuscript — Salome,  the  servant  of 
the  high  priest,  the  bride  in  the  Marriage  at  Cana,  Pilate's  wife — resemble  those 
of  western  Europe,  in  particular,  their  head-dresses,  to  which  is  attached  a  veil 
that  covers  the  shoulders  {figs.  77,  99, 160, 168) .  However,  we  know  from  literary 
sources  that  already  in  the  late  12th  century  Latin  fashions  were  the  vogue  in 
Cilicia,  especially  among  the  upper  classes  of  society.121  What  we  have  here  is 
but  another  example  of  the  introduction  of  elements  taken  from  contemporary  life 
and  not  the  imitation  of  a  Western  model. 

The  miniature  illustrating  Christ's  words,  "Thou  art  Peter"  (fig.  83),  might 
have  been  considered,  a  priori,  as  an  example  of  Western  influence,  since  it  is  in 
the  Latin  world  that  the  primacy  of  Peter  was  emphasized.  But,  curiously  enough, 
the  West  very  rarely  gave  a  pictorial  form  to  these  words  and  the  few 
known  compositions  differ  radically  from  ours.  An  embroidered  pontifical 
cope  in  the  Treasury  of  the  Cathedral  of  Bamberg,  dating  in  the  11th  century,  is 
decorated,  among  other  scenes,  with  several  episodes  from  the  life  of  Peter.  One 
of  these  depicts  Peter  seated  on  a  throne  and  looking  up  toward  the  hand  of  God 
projecting  from  the  segment  of  sky.  Christ's  words,  "Tu  es  Petrus  .  .  ."  are  in- 
scribed on  the  frame  of  the  roundel  and  next  to  him  is  the  inscription  "cathedra  sci 
petri."  122  There  is  an  even  simpler  composition  in  an  Antiphonal  of  the  beginning 
of  the  14th  century:  Christ  speaks  with  Peter  and  another  disciple  and  only  His 
words  connect  this  image  with  the  specific  passage  in  the  Gospel.123  The  character- 
istic detail  of  the  Armenian  manuscripts,  the  church  erected  on  a  rock,  is  absent 
from  these  examples. 

Even  though  no  comparable  compositions  are  known  in  the  art  of  western 
Europe,  one  must  still  consider  whether  the  selection  of  this  passage  in  several 
Armenian  Gospels,  many  of  which  were  illustrated  at  the  patriarchal  see  of 
Hromkla,  has  a  special  significance  and  can,  in  any  way,  point  to  the  West. 

Ever  since  the  latter  part  of  the  12th  century,  the  Papacy  had  pursued  its 
efforts  to  bring  about  a  union  between  the  Armenian  church  and  Rome,  and  under 
the  pressure  of  political  circumstances  minor  concessions  had  been  made  by  the 
Armenians,  principally  in  disciplinary  matters  and  certain  usages.  The  position 
of  the  Catholicos  Constantine  in  regard  to  Rome  can  be  seen  in  two  documents : 
a  letter  which  he  sent  to  King  Het'um  in  1248  outlining  the  answer  to  be  given  to 
the  papal  legate;  and  the  account  of  the  meeting  of  his  representative,  the  priest 

type  where  the  Church  and  the  Synagogue  wear  the  maphorion ;  the  former,  holding  a  chalice,  is  led  to 
the  Cross  by  an  angel,  and  the  latter  is  driven  away  from  it. 

121  Recueil  des  historiens  des  croisades.  Documents  armeniens,  I,  Paris,  1869,  pp.  597-599. 

122  E.  Basserman-Jordan  and  Wolfgang  M.  Schmid,  Der  Bamberger  Domschatz,  Munich,  1914, 
pp.  9-11,  pi.  VI. 

123  Marquet  de  Vasselot,  La  Collection  Martin  Le  Roy,  Paris,  1906-09,  vol.  V,  pp.  151-152.  The 
usual  theme  in  Western  art  is  the  giving  of  the  keys  to  Peter. 
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Mekhit'ar,  with  the  papal  legate  at  Saint-Jean  d'Acre  in  1263.  In  his  letter  the 
Catholicos  refutes  the  claim  that  only  the  see  of  Rome  has  authority  on  earth  to 
bind  and  to  release,  and  that  all  the  churches  owe  her  obedience.124  The  report 
of  Mekhit'ar  entitled  "On  the  equality  of  the  twelve  apostles  in  dignity  and  against 
those  who  affirm  that  eleven  of  these  apostles  are  inferior  in  authority  to  Peter,"  128 
contains  a  long  passage  on  the  meaning  of  the  words  "Tu  es  Petrus."  The  rock 
on  which  the  church  was  founded  is  not  Peter  alone  but  all  the  other  apostles 
and  the  prophets  as  well;  this  rock  is  the  faith  of  Peter  and  of  the  other  apostles 
who  also  recognized  Christ  as  the  son  of  God.126 

The  position  of  Peter  as  "primus  inter  pares"  and  the  equality  of  the  apostles 
had  as  a  natural  consequence  the  equality  of  all  the  churches  which,  like  the 
Armenian,  claimed  an  apostolic  origin,  and  hence  that  of  the  heads  of  these 
churches.  This  idea  is  implicit  in  the  dedicatory  verses  written  in  all  the  manu- 
scripts commissioned  by  the  Catholicos  Constantine  which  end  with  the  prayer 
addressed  to  Christ  that  he,  the  Catholicos,  "may  sit  on  the  throne  with  Peter."  127 

In  view  of  all  this  the  miniatures  which  illustrate  the  words  "Tu  es  Petrus" 
cannot  be  considered  as  examples  of  a  pro-Roman  attitude.128  They  are  allied  to 
the  other  compositions  which  are  literal  illustrations  of  the  words  of  Christ,  such 
as  the  medallions  with  the  images  of  the  Ancient  of  Days  and  the  three  patriarchs. 

In  discussing  the  miniature  which  depicts  Pilate's  wife  sending  a  messenger 
to  her  husband  (fig.  90),  we  pointed  out  the  differences  between  this  composition 
and  the  Byzantine  representations.  The  illustrations  of  Latin  manuscripts  such 
as  the  Hortus  Deliciarum  and  Queen  Mary's  Psalter  are  in  some  respects  closer 
to  the  Armenian  miniature  but  there  are  also  significant  divergencies.129  While 
in  both  groups  Pilate's  wife  is  reclining  on  her  bed,  in  the  Latin  examples  she  is 

124  The  Book  of  Letters  (in  Armenian),  Tiflis,  1901,  pp.  503-509. 

125  Macler,  Documents  armeniens,  p.  689,  n.  1 ;  part  of  the  text  is  given  on  pp.  691-698. 

126  C.  Galanus,  Conciliationis  ecclesiae  Armenae  cum  Romana,  Rome,  1661,  vol.  II.2,  pp.  299-301. 

127  G.  Hovsep'ian,  Catholicos  Constantine  I,  pp.  103,  108,  110,  120. 

128  In  his  Histoire  politique  et  religieuse  de  I'Armenie  (Paris,  1910,  p.  289)  Tournebize  refers  to  a 
letter  which  he  claims  to  have  been  written  by  Constantine  I  to  Innocent  IV  and  in  which  the  Catholicos 
called  the  pope  "the  Father  of  Fathers"  and  proclaimed  that  the  see  of  Rome  was  at  the  head  of  all  the 
Churches.  This  is  a  mistake,  for  the  letter  in  question  was  not  written  by  Constantine  but  by  a  vicarius 
Orientis  called  Raban  Ara.  In  the  publication  of  the  letter  in  the  Monumenta  Germaniae  Historica 
{Epistolae  saeculi  XIII,  Berlin,  1887,  vol.  II,  pp.  199-200,  No.  268)  the  editor  himself  has  added  the 
words  catholicos  Armeniae  in  the  title.  Not  only  is  Raban  Ara  not  an  Armenian  name,  but  nowhere  in 
the  letter  is  there  any  mention  of,  or  reference  to,  the  Armenians ;  on  the  contrary  there  are  indications  that 
the  writer  was  an  Oriental  prelate,  perhaps  a  Nestorian,  for  he  states  that  he  is  sending  at  the  same  time 
a  libellum  which  he  has  received  from  China  {de  terra  Sin)  and  a  letter  from  the  archbishop  of  Nisibis. 
In  the  edition  by  Baronius  {Annates  Ecclesiastici,  XXI  (1870),  pp.  347-348,  Nos.  32-35),  the  title  of 
the  letter  is  correctly  given  as  being  written  by  Orientis  Catholicus.  It  is  followed  by  letters  from  the 
Jacobite  Catholicos  and  the  Jacobite  primatus,  and  one  by  the  Nestorian  archbishop  of  Nisibis  {ibid., 
pp.  348-350,  Nos.  36-43).  The  conclusions  drawn  by  Tournebize  from  this  letter  have  therefore  no 
foundation  in  so  far  as  Constantine  I  is  concerned. 

129  Herrade  de  Landsberg,  Hortus  Deliciarum,  Recueil  de  cinquante  planches  .  .  .  par  Joseph 
Walter,  Strassburg-Paris,  1952,  pi.  xxix;  G.  Warner,  Queen  Mary's  Psalter,  London,  1912,  pi.  253. 
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still  asleep  and  the  illustrators  have  given  an  extreme  interpretation  to  her  words, 
"I  have  suffered  many  things,"  by  showing  a  demon  haunting  her  in  her  dream.  In 
a  second  scene  in  the  Hortus  Deliciarum,  Pilate's  wife,  risen  from  her  bed,  speaks 
to  the  messenger;  in  Queen  Mary's  Psalter  the  messenger  delivers  the  message 
as  Pilate  is  washing  his  hands.  The  simple,  direct  composition  of  the  Freer 
Gospel  is  a  more  faithful  rendering  of  the  Gospel  text,  conceived  independently 
from  other  examples. 

The  miniatures  of  the  Circumcision  of  Jesus  and  of  John  the  Baptist,  which 
include  people  carrying  lighted  tapers,  are  among  the  rare  instances  where  one  may 
detect  the  influence  of  Western  iconography  {figs.  137, 134) .  In  one  of  the  stained- 
glass  windows  of  the  cathedral  of  Chartres  two  women  carrying  candles  and  doves 
are  depicted  in  the  roundel  next  to  the  Presentation  of  Christ  and  form  part  of 
this  scene.  Similar  figures  appear  in  the  13th  century  on  the  small  south  portal 
of  the  cathedral  of  Rouen  where  the  Presentation  fills  the  tympanum.130  It  has 
been  suggested  that  the  artists  wished  to  commemorate  the  procession  of  Candlemas 
which  took  place  on  February  2,  the  day  of  the  feast  of  the  Presentation.131  No  such 
procession  exists  in  the  Armenian  church  and  the  persons  holding  candles  appear 
in  the  Circumcision  and  not  in  the  Presentation;  however,  acquaintance  with 
Latin  examples  may  have  suggested  their  inclusion  in  the  Armenian  compositions. 

In  the  figure  style  as  well  there  is  little  connection  between  the  paintings  of 
the  Freer  Gospel  and  those  of  the  manuscripts  written  in  the  West  or  in  the  Latin 
kingdoms  of  the  Levant.  Only  a  few  miniatures  (for  instance  figs.  102, 124),  which 
were  executed  by  the  third  group  of  illustrators  mentioned  above,  show  a  slight 
resemblance  to  the  style  of  the  Bible  in  the  Bibliotheque  de  l'Arsenal  in  Paris, 
wTritten  at  Saint-Jean-d'Acre  around  1250-54.132  The  Armenian  miniatures  dis- 
play, in  an  exaggerated  form,  some  of  the  same  characteristic  traits,  in  particular 
the  figures  with  short  proportions,  and  round,  staring  eyes.  But  the  affinities  are 
not  sufficiently  marked  to  suggest  a  direct  derivation,  and  the  style  of  T'oros  Roslin 
himself  is  quite  different  from  that  of  the  Latin  or  French  manuscripts. 

Yet,  in  intangible  ways,  acquaintance  with  a  different  artistic  tradition  may 
have  played  a  part  in  the  formation  of  this  master.  It  is  possible  that  the  greater 
independence  of  the  Latin  artists  of  the  13th  century  in  regard  to  the  traditional 
iconographic  schemes  encouraged  or  inspired  T'oros  Roslin  to  pursue  an  inde- 
pendent path.  A  lesser  artist  would  have  been  tempted  to  imitate  or  to  copy  the 
Byzantine  or  Latin  works  that  he  had  seen.  In  the  case  of  T'oros  Roslin  these 
broadened  his  horizon,  and  acted  as  a  stimulus;  though  a  careful  scrutiny  reveals 

130  Y.  Delaporte  and  E.  Houvet,  Les  vitraux  de  la  Cathedrale  de  Chartres,  Chartres,  1926,  pi.  IV; 
the  women  carrying  candles  also  occur  on  a  stained-glass  window  at  the  cathedral  of  Laon  {ibid.,  vol.  I, 
p.  151).  G.  Sanoner,  "La  vie  de  Jesus  Christ  racontee  par  les  imagiers  du  moyen  age  sur  les  portes 
d'eglises,"  Revue  de  Vart  chretien,  55  (1905),  p.  373,  fig.  18;  other  examples  cited  on  p.  370. 

131  E.  Male,  L'art  religieux  du  Xlle  siecle  en  France,  Paris,  1922,  pp.  122-123. 

132  H.  Buchthal,  Miniature  Painting  in  the  Latin  Kingdom  of  Jerusalem,  Oxford,  1957,  pis.  62-81. 
Western  influence  is  more  apparent  in  the  school  of  Cilician  painting  which  developed  in  the  third  quarter 
of  the  13th  century,  but  these  works  are  not  considered  here  for  there  is  no  representative  example  among 
the  manuscripts  of  the  Freer  Gallery  of  Art. 
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some  elements  derived  from  different  sources,  these  are  of  a  secondary  importance 
and  the  examples  of  direct  borrowing  are  extremely  rare.  What  stands  out  is  the 
superior  skill  of  the  artist  and  the  original  character  of  a  work  which  ranks  with 
the  best  examples  of  Gospel  illustration.  The  diversities  of  authorship  brought  out 
in  our  consideration  of  the  style  of  the  miniatures  had  no  serious  effect  on  the 
homogeneity  of  the  ensemble,  for  it  was  the  master  himself  who  planned  the  work, 
executed  many  of  the  miniatures,  and  gave  the  proper  directives  to  his  assistants, 
who  carried  out  the  instructions  to  the  best  of  their  ability. 

*    *  * 

The  large  format  of  the  manuscript  provided  the  artists  with  an  opportunity 
to  develop  the  ornamental  compositions  of  the  headpieces  and  the  marginal 
motifs,  but  basically  these  are  related  to  the  types  used  in  Cilicia  during  the  second 
half  of  the  12th  century  and  in  the  13th  century.  The  design  of  the  headpiece 
of  the  Gospel  of  Matthew  (fig.  53)  which  consists  of  half-palmette  whorls  issuing 
from  cornucopia,  and  birds  pecking  at  the  leaves  or  the  bunches  of  dates,  could 
already  be  seen  in  the  Gospel  illustrated  at  Skevra  in  1193,133  as  well  as  in  several 
manuscripts  of  a  slightly  later  date.  Above  the  headpiece,  two  sirens,  standing  in 
profile  and  with  wings  symmetrically  spread,  flank  the  central  motif  of  vine  leaves 
coming  out  of  a  small  gold  vase.  The  animals  pursuing  one  another  amid  the 
circumvolutions  of  a  palmette  scroll  which  fills  the  headpiece  of  the  Gospel  of 
Luke  (fig.  132)  occur,  in  a  slightly  different  form,  in  the  Gospel  illustrated  by 
T'oros  Roslin  in  1260  (Jerusalem,  No.  251,  fol.  161)  :  two  pheasants,  their  tails 
ending  in  leaf  forms,  flank  the  highly  stylized  motif  of  flowers  in  a  vase.  As  is 
frequently  the  case  the  Hl-shaped  headpiece  of  the  Gospel  of  John  has  a  geometric 
ornament  (fig.  167).  The  intricate  linear  interlace  consists  of  various  superimposed 
patterns.  The  basic  elements  are  a  series  of  interlocking  lozenges;  over  each  one 
of  these  lozenges,  and  interwoven  with  it,  there  is  a  figure  composed  of  four  arcs 
of  circles  which  form  almond  loops  at  the  center  of  each  side  of  the  lozenge.  The 
strands,  which  by  interlacing  with  one  another  form  these  different  geometric 
forms,  are  painted  blue  and  are  edged  with  white.  A  second  interlace,  painted  red, 
runs  through  the  center  of  the  band ;  it  is  composed  of  a  twisted  rope  or  guilloche 
which  at  regular  intervals  forms  a  circle,  for  the  strands  separate  and  extend  side- 
ways in  quarter  circles  and  return  to  the  middle  of  the  band  after  winding  through 
the  first  interlace.  Above  the  headpiece,  a  Gospel  book  with  a  jeweled  binding  is 
placed  on  an  altar  table,  and  the  symbol  of  John,  a  nimbed  eagle,  is  repeated  in 
order  to  flank  the  central  motif. 

Crosses  of  different  shapes  crown,  as  usual,  the  large  marginal  ornaments  on 
the  opening  page  of  each  Gospel.  These  ornaments,  as  well  as  those  drawn  at  the 
beginning  of  the  pericopes,  are  made  up  of  palmettes,  half-palmettes,  and  three- 
and  five-lobed  leaves,  which  usually  combine  to  form  one  or  two  heart-shaped 
motifs  (figs.  68,137,177-179,181).  This  is  the  general  type  used  in  Cilician  manu- 
scripts, in  particular  those  which  were  illustrated  at  Hromkla,  and  the  artists  have 


S.  Der  Nersessian,  Manuscrits  armeniens,  pis.  XXIV,  XXV. 
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devised  an  infinite  variety  of  combinations  hardly  ever  repeating  the  same  design. 
In  a  few  instances  the  foliate  elements  come  out  of  a  vase  {fig.  180)  or  a  succession 
of  vases;  or  a  floral  scroll  with  birds  pecking  at  the  fruit  emerges  from  a  cornu- 
copia. The  trees  or  vinestock  which  replace  the  marginal  ornaments  on  pages  130, 
133,  and  493  illustrate  the  text,  for  on  page  130  they  represent  the  fig  tree  cursed 
by  Christ  {figs.  130, 131)  and  the  last  two  are  placed  at  the  beginning  of  the  parable 
of  the  vineyard.  In  a  few  instances  part  of  the  marginal  ornament  is  related  to  the 
text.  On  page  443  the  interlacing  scroll  is  crowned  with  a  bowl  out  of  which 
rise  brilliant  flames,  for  the  opening  words  of  this  pericope  are:  "I  am  come  to 
send  fire  on  the  earth"  (Luke  12:  49).  A  gold  chalice  is  combined  with  the  floral 
motif  on  page  636,  at  the  beginning  of  the  pericope  of  the  Last  Supper  (John 
13:  1).  The  fish  placed  in  a  silver  chalice  drawn  on  page  691  refers  to  the  words 
"Jesus  then  cometh  and  taketh  bread,  and  giveth  them,  and  fish  likewise"  (John 
21 :  13),  but  the  addition  of  flowers  and  of  a  bird  pecking  at  the  fish  obscure  the 
meaning  of  the  composition.  A  fish  inside  a  chalice  is  also  drawn  under  the 
marginal  ornament  which  accompanies  the  image  of  the  apostles  presenting  a 
broiled  fish  and  a  honeycomb  to  Jesus  {figs.  178  and  164).  The  fish  are  repeated 
above  the  ornament  and  in  the  initial. 

The  initial  of  the  Gospel  of  John  depicting  Jacob's  ladder  has  already  been 
discussed.  For  the  Gospels  of  Matthew  and  Luke  T'oros  Roslin  has  used  the 
symbols  of  the  Evangelists  {figs.  53, 132),  thus  resuming  the  Cilician  types  which 
had  been  discarded  by  his  immediate  predecessors  at  Hromkla.  The  initials  of  the 
pericopes  {figs.  68, 127, 128, 130, 137, 179-181)  and  the  letters  of  the  first  page  of 
each  Gospel  have  relatively  simple  shapes:  strands  are  knotted  around  the  vertical 
or  horizontal  bars  which  usually  end  in  a  leaf.  Zoomorphic  letters  are  very  rare; 
lions  have  been  used  on  pages  240  and  569,  a  cock  on  page  561  {fig.  177)  and  a 
deer  on  page  571.  Combinations  of  floral  and  animal  forms  occur  somewhat  more 
frequently;  a  bird,  with  leaves  in  its  beak,  is  perched  on  the  horizontal  bar  of  the 
initial  on  page  345 ;  in  a  few  other  instances  the  loops  of  the  letters  end  in  animal 
or  human  heads  {fig.  178).  These  forms  remind  one  of  the  types  used  in  the  11th 
century  in  the  Gospel  of  King  Gagik,134  and  contrast  with  the  variety  of  types 
which  one  encounters  in  contemporary  manuscripts  written  in  other  Cilician 
centers,  such  as  the  Lectionary  of  Het'um  II.135  This  relative  simplicity  of  the 
initials  seems  to  have  been  a  characteristic  trait  of  the  scriptorium  of  Hromkla,  and 
it  was  maintained  even  when  the  ornaments  of  the  headpieces  and  Canon  tables 
were  greatly  developed  and  combined  in  elegant  compositions. 

134  S.  Der  Nersessian,  Armenia  and  the  Byzantine  Empire,  pi.  XXII,  1  ;  A.  Tchobanian,  Roseraie 
d'Armenie,  vol.  HI,  passim;  see  especially  pp.  26  h.t.,  36  h.t.,  149,  170  h.t.,  200  h.t. 
138  L.  Durnovo,  Drevnearmianskaia  miniatiura,  pi.  39. 
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Description. — Thin,  white  vellum;  294  +  2  folios  measuring  20.5  x  15.3  cm.; 
written  surface  14  x  10  cm.  Text  in  small,  regular  bolorgir  (minuscule)  written 
in  brown  ink  on  two  column  of  19  line  each.  The  titles  of  the  Gospels  are  written 
in  bolorgir  under  the  headpieces.  The  first  letter  of  each  Gospel  is  formed  by  the 
symbol  of  the  Evangelist  and  the  text  of  the  first  page  is  entirely  in  floral  capitals, 
in  a  single  column.  Each  pericope  begins  with  an  ornate  initial  and  is  accompanied 
by  a  marginal  ornament  or  miniature;  the  first  line  and  the  initials  of  the  verses 
are  in  gilt  uncials  and  the  nomina  sacra  are  in  gilt  bolorgir.  The  names  of  the 
prophets  whose  prophecy  is  cited  in  the  text,  references  to  books  of  the  Old  Testa- 
ment, as  well  as  some  of  the  verse  numbers,  are  written  in  the  margins  in  black  ink 
by  a  different  hand.  However,  the  marginal  notes  on  folios  231  and  216  are  con- 
temporary with  the  text.  The  first,  written  next  to  Luke  22:  42,  explains  that  the 
following  verses  are  placed  at  the  end  of  that  Gospel;  and  we  find  these  controver- 
sial verses  43  and  44  on  folio  240.  The  second  note  (fol.  216  is  out  of  order)  con- 
cerns the  pericope  of  the  adulterous  woman  which  has  been  written  at  the  end  of 
the  Gospel  of  John  on  folio  293v. 

The  numbering  of  the  quires  begins  with  folio  8  and  continues  till  the  end 
(No.  24)  ;  the  Armenian  letters,  corresponding  to  numerals,  are  written  in  the 
lower  margin  of  the  first  and  last  page.  The  normal  gathering  consists  of  12  folios, 
but  a  certain  number  have  a  larger  number  of  leaves.136  This  is  mainly  owing  to 
the  fact  that  the  prefaces  and  indices  of  the  Gospels  have  been  added  at  a  later 
date.187  The  vellum  of  these  pages  is  thicker  and  the  text,  written  in  black  ink,  is  in 
a  different  hand  from  the  rest  of  the  manuscript.  Two  conjugate  leaves  (fols.  9-12) 
have  been  added  to  the  first  gathering  of  the  Gospel  of  Matthew;  the  preface  and 
indices  cover  folios  9  to  11 ;  folios  llv  and  12  are  left  blank.  For  the  prefatory 
notices  of  Mark  and  of  Luke  only  one  conjugate  leaf  has  been  added  each  time 
(fols.  93-94,  144-145).  The  last  lines  of  the  preface  of  Mark  are  written  on  the 
recto  of  the  folio  which  has  the  portrait  of  the  Evangelist;  the  longer  notices  of 
Luke  continue  on  the  recto  and  verso  of  folio  146  which  belongs  to  the  original 

138  The  irregular  gatherings  are  the  following:  1  (fols.  8-24),  11-6;  2  (fols.  25-35),  6-5;  3 
(fols.  36-45),  5-5;  4  (fols.  46-56),  6-5;  7  (fols.  81-93),  6-7;  8  (fols.  94-101),  4-4;  11  (fols.  126- 
137),  5-7;  12  (fols.  138-151),  7-7;  16  (fols.  188-198),  5-6;  19  (fols.  235-248),  7-7;  22  (fols.  273- 
283),  5-6;  24  (fols.  284-294),  6-5. 

137  This  is  not  the  only  instance  where  indices  and  prefatory  texts  were  added  at  a  later  date.  We 
have  such  an  example  in  another  manuscript  written  for  Bishop  John  ( Erevan,  Matenadaran,  No.  345  ; 
see  below,  No.  3  of  the  list).  T'oros  Robeniants  states  in  a  brief  colophon  that  he  wrote  the  indices,  and 
we  know  from  other  dated  manuscripts  that  this  scribe  was  active  in  the  14th  century.  Moreover,  an 
examination  of  the  manuscript  of  Erevan  No.  345  clearly  shows  that  the  additional  matter  was  inserted 
later;  the  last  three  lines  of  the  Book  of  Genesis  are  written  on  fol.  42,  and  these  are  separated  from  the 
preceding  verse,  written  on  fol.  38v,  by  fols.  39  to  41  which  contain  one  of  the  indices. 
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manuscript  but  which  had  been  left  blank.  Before  the  Gospel  of  John  only  a  single 
leaf,  mounted  on  a  stub,  has  been  added  (fol.  241),  but  the  index  begins  on  folio 
240v,  which  belongs  to  the  original  manuscript,  and  the  end  is  written  on  the  recto 
of  the  folio  which  has  the  portrait  of  the  Evangelist.  The  numbers  of  the  quires 
were  written  in  black  ink  after  these  additions  had  been  made. 

Binding. — Modern,  brown  velvet,  worn  and  discolored. 

Condition. — The  margins  have  been  trimmed  but  only  a  few  marginal  mini- 
atures are  slightly  mutilated.  Quire  21  (fols.  211-222;  John  6:  49-10:  11)  was  mis- 
placed when  the  manuscript  was  rebound ;  it  should  come  between  folios  260  and 
261.  There  are  no  lacunae  in  the  text,  but  there  must  have  been,  originally,  an 
initial  quire  with  ornate  Canon  tables. 

History  of  the  manuscript.13* — The  colophon  on  folios  91v-92v  informs  us  that 
this  Gospel  was  written  in  A.D.  1263  for  Bishop  John  (Hohan),  brother  of  King 
Het'um  I,  "by  the  scribe,  the  priest  T'oros,  and  illustrated  by  different  painters 
.  .  .  in  the  province  of  Cilicia,  at  the  holy  hermitage  called  Grner,  under  the 
shelter  of  the  holy  and  God-bearing  sign  called  (the  cross  of)  Kayten,  and  of  Holy 
Sion,  our  mother,  near  the  God-protected  castle,  called  Bardzrberd."  The  names 
of  the  painters  are  not  mentioned,  but  one  of  them,  Kostandin  (Constantine),  has 
signed  the  portraits  of  Mark,  Luke,  and  John  (fols.  95v,  147v,  242v).  The  owner 
recalls  the  memory  of  his  father,  Kostandin,  who  died  that  same  year  on  Monday, 
February  26.  He  also  asks  the  readers  to  remember  in  their  prayers  his  mother, 
Beatrice;  his  spiritual  mother,  the  nun  Hrip'sime;  his  brothers,  Het'um  I,  the 
Archbishop  Basil,  and  Levon;  his  sisters  "T'efano,  queen  of  Cyprus  and  the  pious 
Kalamari,  countess  of  Jafa,  who  gave  the  vellum  of  this  manuscript." 

There  are  no  colophons  of  later  date  but  the  manuscript  is  said  to  have  be- 
longed at  one  time,  probably  in  the  18th  century,  to  the  wealthy  Aproyan  family  of 
Smyra.139  Its  whereabouts  was  no  longer  known  in  the  late  19th  century,  but  around 
1924  it  was  in  the  possession  of  K.  Manougian  of  Constantinople,140  and  some  years 
later  of  Andre  Hachette  of  Paris,  who  lent  it  to  the  Exhibition  of  Byzantine  Art 
held  in  Paris  in  1931.141  It  was  acquired  later  by  Pierre  Beres  in  Paris  and  entered 
the  Freer  Gallery  of  Art  in  1956. 

Contents  and  list  of  illustrations : 

Fol.  1.  Baptism  {fig.  188). 

Fol.  2v.  Transfiguration  (fig.  189). 

Fol.  3.  Entry  into  Jerusalem  (fig.  190). 

Fol.  4v.  Descent  of  Christ  into  Limbus  (fig.  191). 

Fol.  5.  Ascension  (fig.  192). 

Fol.  6v.  Stoning  of  Stephen,  protomartyr  (fig.  193). 
Fol.  7.  Death  of  John  the  Evangelist  (fig.  194). 

138  See  Appendix,  pp.  109-111. 

139  L.  Alishan,  Sissouan,  p.  154  and  n.  3;  Armenian  ed.,  p.  146,  n.  3. 

140  Vardan  Hatsuni,  History  of  Ancient  Armenian  Costume  (in  Armenian),  Venice,  1924,  p.  257, 
figs.  87,  94,  95,  121. 

141  The  manuscript  is  not  included  in  the  Catalogue  of  the  Exhibition. 
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Fol.  8.  Portrait  of  an  Evangelist  sketched  in  red  {fig.  182). 

Fols.  9-11.  Index,  concordance,  and  preface  of  the  Gospel  of  Matthew. 

Fol.  13v.  Portrait  of  Matthew  {fig.  196). 

Fols.  14-91.  Gospel  of  Matthew  (fig.  197). 

Fols.  91v-92v.  Colophon  (see  Appendix,  pp.  109-110). 

Fols.  93v-95.  Index  and  preface  of  the  Gospel  of  Mark. 

Fol.  95v.  Portrait  of  Mark.  Inscription:  "I  beseech  you  to  remember  in  the  Lord,  me,  the  sinful  painter 

Kost(andin)  and  my  parents"  {fig.  198). 
Fols.  96-143v.  Gospel  of  Mark  {fig.  199). 
Fols.  144-146v.  Index  and  preface  of  the  Gospel  of  Luke. 

Fol.  147v.  Portrait  of  Luke  and  Theophilus.  Inscription:  "I  beseech  you  to  remember  in  the  Lord,  me, 

the  sinful  and  unworthy  painter  Kostantin  and  my  parents"  {fig.  200). 
Fols.  148-239v.  Gospel  of  Luke  {fig.  201). 
Fols.  240v-242.  Index  and  preface  of  the  Gospel  of  John. 

Fol.  242v.  Portrait  of  John  and  Prochoros.  Inscription :  "I  beseech  you  to  remember  in  the  Lord,  me, 

the  sinful  and  unworthy  servant  Kostandin,  and  my  parents"  {fig.  202). 
Fols.  243-292v.  Gospel  of  John  {fig.  203). 
Fol.  292v.  Colophon  in  gilt  letters  (see  Appendix,  p.  110). 
Fol.  293.  Ordination  scene  {fig.  195). 
Fols.  293v-294.  John  7 :  53-8 : 1 1,  and  5 :  4. 
Fols.  294-294v.  Colophon  (see  Appendix,  p.  110). 

The  following  marginal  miniatures  are  painted  at  the  beginning  of  the  peri- 
copes  or  next  to  the  verses  which  they  illustrate. 

In  the  Gospel  of  Matthew 

Fol.  14v.  Ancestors  of  Christ:  Isaac,  Jacob,  Judas,  Phares,  1:2-3  {fig.  204). 

Fol.  16.  Joseph's  dream,  1:24  {fig.  207). 

Fol.  16v.  Three  magi,  2:  1-2  {fig.  208). 

Fol.  17v.  Massacre  of  the  Innocents,  2: 16  {fig.  205). 

Fol.  18.  John  the  Baptist,  3:  1  {fig.  206). 

Fol.l8v.  John  the  Baptist,  3:4  {fig.  209). 

Fol.  19.  Jesus  comes  to  John  to  be  baptized,  3:  13  {fig.  210). 

Fol.  19v.  Temptation,  4:2-3  {fig.  211). 

Fol.20v.  Isaiah,  4:  14  {fig.  213). 

Fol.21v.  Sermon  on  the  Mount,  5:  1  {fig.  215). 

Fol. 22v.  Sermon  on  the  Mount:  Christ,  and  Moses  holding  the  tables  of  the  law,  5:  17  {fig.  212). 

Fol.  28v.  Tree  and  axe,  7:  19  {fig.  214). 

Fol.29v.  Healing  of  the  leper,  8:2-3  {fig.  217). 

Fol.  30.  Jesus  and  the  centurion,  8:5  {fig.  220). 

Fol.30v.  Jesus  and  a  prophet,  8:  11-17  {fig.  216). 

Fol.  31v.  Healing  of  the  Gadarene  demoniacs,  8:28-32  {fig.  218). 

Fol.  32.  Healing  of  the  paralytic,  9:6  {fig.  223). 

Fol.  33.  Jairus,  9:  18  {fig.  222). 

Fol.  33v.  Healing  of  the  two  blind  men,  9:  27  {fig.  219). 

Fol.  39v.  Jesus  and  the  apostles  in  the  corn  field,  12:  1  {fig.  221). 

Fol.  40v.  Healing  of  the  man  with  the  withered  hand,  12:  13  {fig.  225). 

Fol.  41.  Healing  of  the  blind  and  dumb  man,  12:22  {fig.  224). 

Fol.  42.  Jonah  cast  out  by  the  whale,  12:  40  {fig.  226). 

Fol.42v.  Solomon  and  the  Queen  of  Sheba,  12:42  {fig.  228). 
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Fol.43.  (a)  Jesus  teaching,  13:1. 

(b)  The  mother  and  brothers  of  Jesus,  12:47,  text  in  the  first  column  {fig.  229). 
Fol.44.  The  prophet  Isaiah,  13:  14  {fig.  230). 
Fol.58.  Jesus  and  Peter,  18:21  {fig.  227). 
Fol.59v.  Jesus  and  the  Pharisees,  19:3  {fig.  231). 
Fol.  60.  Jesus  blesses  the  little  children,  19:  13  {fig.  240). 
Fol.  65v.  Jesus  curses  the  fig  tree,  21 :  18-19  {fig.  234). 
Fol.  75.  Small  gold  cross,  24:  30. 

In  the  Gospel  of  Mark 
Fol.  102v.  The  mother  and  brothers  of  Jesus,  3:  31  {fig.  232). 

Fol.  120.  Jesus  tells  the  apostles  that  whosoever  receives  a  child  in  His  name,  shall  receive  Him, 

9:35-36  {fig.  235). 
Fol.  121.  Jesus  and  the  Pharisees,  10:2  {fig.  236). 
Fol.  12  lv.  Jesus  blesses  the  little  children,  10:  13  {fig.  237). 
Fol.  122v.  Jesus  and  Peter,  10:28  {fig.  239) 
Fol.  123.  Jesus  and  the  apostles,  10:  32  {fig.  241). 
Fol.  125v.  Jesus  curses  the  fig  tree,  11 :  12-14  {fig.  238). 
Fol.  126v.  Jesus  and  the  chief  priests,  11 :  27  {fig.  233). 
Fol.  128v.  Jesus  and  the  Sadducees,  12:  18  {fig.  242). 

Fol.  133v.  Jesus  anointed  in  the  house  of  Simon  the  leper,  14:  3  {fig.  243). 
Fol.  134v.  Jesus  sends  two  disciples  to  prepare  the  Passover,  14:  12-13  {fig.  246). 
Fol.  135v.  Jesus  predicts  Peter's  denial,  14:27-30  {fig.  244). 
Fol.  139.  Jesus  is  led  to  Pilate,  15:  1  {fig.  247). 

Fol.  141v.  Joseph  of  Arimathea  asks  Pilate  for  the  body  of  Jesus,  15:42-43  {fig.  245). 
Fol.  143.  Jesus  appears  to  Mary  Magdalene,  16:9  {fig.  248). 

In  the  Gospel  of  Luke 

Fol.  150.  Annunciation,  1:26  {fig.  250). 

Fol.  151.  Visitation,  1:39  {fig.  251). 

Fol.  153v.  Annunciation  to  the  shepherds,  2:  8  {fig.  249). 

Fol.  156v.  John  the  Baptist,  3:2  {fig.  253). 

Fol.  163.  Healing  of  the  leper,  5:  12  {fig.  252). 

Fol.  163v.  Jesus  teaching  in  the  synagogue,  5:  17  {fig.  255). 

Fol.  166.  Jesus  praying,  6:  12  {fig.  254). 

Fol.  194.  Healing  of  the  bowed  woman,  13:  11  {fig.  256). 

Fol.  232.  The  cock  crowing,  22:  60  {fig.  183). 

There  are  no  figure  representations  in  the  Gospel  of  John  but  a  dove  has  been 
painted  in  the  margin  of  folios  273v,  274,  276v  where  Jesus  speaks  of  the  Com- 
forter or  the  Holy  Ghost  ( 14 :  16  and  26,  1 5 :  26) .  A  large  cross  is  drawn  above  the 
marginal  ornament  on  folio  285v  to  illustrate  Jesus  on  the  way  to  Golgotha 
(19:17). 

STUDY  OF  THE  ILLUSTRATIONS 

The  owner  of  this  manuscript,  John,  the  younger  brother  of  Het'um  I,  called 
Baldwin  by  his  baptismal  name,  was  ordained  in  1259  bishop  of  the  district  of 
Molevon  and  part  of  that  of  Bardzrberd,  in  the  mountainous  region  east  of  the 
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Cilician  gates;  he  was  appointed,  at  the  same  time,  abbot  of  the  nearby  monastery 
or  hermitage  of  Grner,  the  exact  location  of  which  is  not  known.142  His  contempo- 
raries praise  him  highly  as  one  of  the  most  learned  men  of  his  time,  but  we  know 
of  only  a  few  works  written  by  him.  The  earliest  appears  to  be  a  poem  composed 
in  honor  of  his  brother,  Het'um  I,  when  the  latter  visited  the  court  of  the  Mongol 
Khan  in  1254-56.  He  also  wrote  a  poem  in  praise  of  the  Virgin,  and  several  hymns; 
and  he  instigated  scholars  to  write  or  to  revise  commentaries  on  the  Scriptures.  One 
of  these  is  a  compilation  of  the  Commentaries  on  the  Acts  of  the  Apostles,  selected 
from  the  writings  of  John  Chrysostom  and  Ephraim  the  Syrian,  which  George  of 
Skevra  undertook  at  John's  request. 

John's  principal  contribution  to  the  scholarly  activities  of  his  time  was  the 
creation  and  direction  of  an  important  scriptorium  where  he  assembled  numerous 
scribes.  We  can  see  from  the  colophons  of  the  manuscripts  that  John  himself  took 
part  in  the  actual  copying;  he  appears  to  have  been  the  principal  corrector,  that  is, 
the  person  who,  in  organized  scriptoria,  checked  the  copy  for  possible  omissions  or 
mistakes.  Above  all,  he  was  tireless  in  his  efforts  to  obtain  the  most  authoritative 
model,  and  he  often  notes  the  variant  readings  of  a  text  in  the  margins. 

The  Freer  Gospel  of  the  year  1263  is  the  oldest  surviving  manuscript  written 
for  John  at  Grner,  and  it  is  probable  that  this  scriptorium  was  founded  by  John 
himself  shortly  after  his  appointment  as  abbot.  From  that  time  on,  until  John's 
death  in  1289,  it  was  one  of  the  most  active  centers  in  Cilicia  for  the  copying  of 
manuscripts,  and  a  considerable  number  of  these  have  survived.  The  list  which 
follows  includes  all  those  which  were  written  for  John,  or  by  him,  even  if  the 
scriptorium  of  Grner  is  not  specifically  mentioned.  Some  of  the  scribes  named  in 
the  colophons  are  also  known  through  other  works,  but  these  manuscripts  have  not 
been  listed,  for  scribes  traveled  from  one  center  to  another,  called  by  different 
patrons.  But  we  have  every  reason  to  suppose  that  the  manuscripts  commissioned 
or  supervised  by  John  were  written  at  Grner  or  in  other  monasteries  within  his 
jurisdiction. 

1.  Freer  Gospel,  No.  56.11,  written  at  Grner  in  1263. 

2.  Erevan,  Matenadaran,  No.  4243.  Selected  books  of  the  Old  and  New  Testament,  written  for 
John  by  the  scribe  Step'annos  Vahkatsi  (of  the  monastery  of  Vahka)  between  the  years  1263  (fol. 
129)  and  1268  (fols.  222v-223),  at  a  monastery  which  is  said  to  be  near  Bardzrberd.  In  the  first 
column  of  folio  15  (at  the  end  of  the  Apocalypse)  there  is  a  long  prayer  addressed  by  John  to  the 
Evangelist  John,  begging  him  to  intercede  on  his  behalf  on  the  day  of  the  Last  Judgment.  The 
miniature,  which  fills  the  second  column,  portrays  John,  identified  by  an  inscription,  kneeling  at 
the  feet  of  St.  John  {fig.  365). 143  Portraits  of  the  authors  of  the  books  of  the  Old  Testament  and 
of  the  Epistles  are  painted  in  the  margins  or  in  adjoining  text  columns.  On  folio  180v,  a  half- 
effaced  miniature  represents  the  Three  Hebrews  in  the  Fiery  Furnace  protected  by  an  angel.  On 
folio  246  the  bride  and  bridegroom,  dressed  in  Byzantine  imperial  costume,  are  portrayed  next 
to  the  Canticle  of  Canticles,  1:2-2:  1 . 

3.  Erevan,  Matenadaran,  No.  345.  Bible  written  for  John  by  the  scribe  Barsegh  (Basil)  in  1270.  The 
date,  though  not  given,  can  be  deduced  from  the  brief  note  on  folio  145  recording  the  death  of  King 

142  L.  Alishan,  op.  cit.,  pp.  152-156;  Armenian  ed.,  pp.  144-147. 

143  G.  Hovsep'ian,  Album  of  Armenian  Palaeography,  p.  41,  fig.  104. 
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Het'um  which  occurred  at  the  time  of  the  copy.  The  indices  were  added  in  the  14th  century  by 
T'oros  Robeniants.  Most  of  the  marginal  portraits  of  the  authors  (or  heroes)  of  the  books  of  the 
Old  Testament  (beginning  with  Joshua)  and  of  the  New  Testament  are  tinted  drawings.  The 
full-page  miniature  of  Matthew  (fol.  647v)  and  that  of  John  (in  the  second  column  of  fol.  699v) 
are  painted  in  full  colors. 

4.  Location  unknown.  Works  of  Dionysus  the  Areopagite,  written  for  John  in  1271  by  Step'annos 
and  Hohannes.144 

5.  Munich,  Konigl.  Hof-  und  Staatsbibliothek,  No.  1.  Gospel  written  in  1278  at  Grner,  partly  by 
the  scribe  Barsegh  (Basil)  and  partly  by  John  himself,  at  the  request  of  the  baron  Smbat.  Barsegh 
also  painted  the  portraits  of  the  Evangelists,  the  headpieces  and  marginal  ornaments.146 

6.  Location  unknown.  Gospel  written  in  1280  by  John  and  offered  to  the  village  of  Kostandnots 
which  had  been  reconstructed  by  his  father  Kostandin  and  named  after  him.146 

7.  Location  unknown.  Commentaries  on  the  Gospels  of  Luke  and  John,  on  the  Revelation,  and  on 
the  Death  of  John  the  Evangelist ;  the  latter  is  by  Nerses  of  Lambron.  The  manuscript  was  written 
for  John  in  1286  by  three  different  scribes.147 

8.  Erevan,  Matenadaran,  No.  5525.148  Gospel  written  at  Grner  by  Step'annos.  The  principal  colo- 
phon at  the  end  of  the  manuscript  gives  the  date  1286,  but  a  note  on  folio  lOOv  records  that  John's 
younger  brother,  Vasak,  died  that  year  on  March  13,  1284.  John  offered  the  manuscript  to  the 
church  of  St.  John  the  Evangelist,  in  the  village  of  Tiroj,  which  he  had  erected  in  1272.  It  con- 
tains, in  addition  to  the  four  Gospels,  the  account  of  the  death  of  St.  John.  Ornate  headpieces. 

9.  Erevan,  Matenadaran,  No.  195.  Selected  books  of  the  Old  and  New  Testament  written  for  John 
by  his  pupil  Kostandin.  The  last  colophon  (fol.  406)  in  John's  own  hand,  is  dated  1288,  but,  as  in 
the  previous  manuscript,  there  is  a  brief  note  on  folio  118v  recording  the  death  of  Vasak  on 
March  13,  1284,  which  occurred  while  the  manuscript  was  being  written.  The  headpieces  are  tinted 
designs  on  a  red  ground. 

10.  Erevan,  Matenadaran,  No.  197.  Gospel  written  in  part  by  John  for  his  personal  use  (fols.  102, 
103v,  348v).  The  principal  colophon  is  lost;  a  notice  added  in  1590  states  that  the  manuscript  was 
"written  by  Bishop  John,  during  the  reign  of  King  Het'um,  at  the  holy  monastery  of  Akner  ...  in 
the  year  1287,  on  March  13."  149  Canon  tables,  portraits  of  the  Evangelists,  and  other  full-page 
miniatures:  fol.  15v,  Nativity;  fol.  20v,  Baptism;  fol.  71v,  Entry  into  Jerusalem;  fol.  97 v,  Cruci- 
fixion; fol.  132v,  Transfiguration;  fol.  169v,  Annunciation;  fol.  I74v,  Presentation;  fol.  311v, 
Death  of  John  the  Evangelist;  fol.  314v,  Ascension;  fol.  318v,  Pentecost;  fol.  335v,  Harrowing 
of  Hell;  fol.  341v,  Bishop  John  ordaining  deacons.150 

11.  Zmmar  (Lebanon),  No.  120/363.  Commentary  on  the  Psalms  by  David  the  Syrian,  written  for 
John  in  1289,  by  the  priest  Sargis,  at  the  monastery  of  Lisonka,  near  Bardzrberd.151 

144  L.  Alishan,  Hayapatum  (in  Armenian),  Venice,  1901,  p.  486. 

145  G.  Kalemkiar,  Catalog  der  armenischen  Handschriften  in  der  Konigl.  Hof-  und  Staatsbibl.  zu 
Munchen,  Vienna,  1892,  pp.  vi,  7-8;  Miniaturen  aus  Handschriften  der  Konigl.  Hof-  und  Staatsbibl.  in 
Munchen,  herausgegeben  von  Dr.  Georg  Leidinger,  fasc.  IV:  E.  Gratzl,  Drei  armenische  Miniaturen- 
Handschriften,  Munich,  n.  d.,  pp.  7-15,  pis.  1-18. 

146  L.  Alishan,  Hayapatum,  pp.  487-488. 

147  L.  Alishan,  Sissouan,  p.  155;  Armenian  ed.,  p.  147. 

148  Formerly  at  the  monastery  of  Varag,  No.  66.  Lalayan,  Manuscripts  of  Vaspurakan,  cols.  107- 

110. 

149  N.  Akinian,  in  Handes  Amsorya,  LXII  (1948),  col.  234.  The  date,  as  given  by  the  16th-century 
scribe,  does  not  agree  with  the  historical  facts,  for  in  1287  King  Leo  was  still  living  and  Het'um  II 
succeeded  him  after  his  death  in  1288. 

150  Some  of  these  miniatures  are  reproduced  in  L.  Durnovo,  Drevnearmianskoi  miniatiura,  pi.  32, 
and  idem,  Miniatures  armeniennes,  pp.  115-121. 

151  Alishan,  Hayapatum,  pp.  488-490.  Forthcoming  publication  by  Keshishian,  Catalogue  of  the 
Manuscripts  of  the  Monastery  of  Zmmar  (in  Armenian),  pp.  239-243. 


ARMENIAN  MANUSCRIPTS — DER  NERSESSIAN 


61 


The  following  manuscripts  are  not  dated ;  the  approximate  time  can  sometimes 
be  inferred  from  various  references  in  the  colophons. 


12.  Venice,  Mekhitharist  Library,  No.  376.162  Books  of  Solomon  and  Job,  written  by  John  with  the 
assistance  of  several  scribes  and  presented  by  him  to  his  niece,  Fimi,  the  daughter  of  Het'um  I  and 
the  wife  of  Julian,  lord  of  Sidon.  John  writes  that  he  is  offering  this  manuscript  to  Fimi,  to  comfort 
her  saddened  soul,  realizing  that  "emigration,  exile  and  misfortunes  are  the  common  lot  of  man." 
These  words  refer  to  Fimi's  personal  difficulties,  the  estrangement  of  her  husband,  the  troubled 
political  conditions  which  had  forced  Julian  to  cede  to  the  Templars,  in  1261,  Sidon  and  Beaufort. 
Fimi,  together  with  her  children,  had  sought  refuge  at  her  father's  court,  and  in  1263  her  brother, 
Prince  Leo,  presented  to  her  a  Gospel,  which  had  been  written  in  1249,  so  that  it  might 
comfort  her  in  the  midst  of  the  sorrows  and  misfortunes  which  had  befallen  her.188  It  is  possible 
that  John  also  gave  this  manuscript  to  Fimi  upon  her  arrival  in  Cilicia  in  1263  or  shortly  after. 
The  two  full-page  miniatures  represent  Solomon  enthroned  and  the  prophet  Nathan  standing  before 
him  (fol.  lv)  ;  the  bride  and  bridegroom  of  the  Canticle  of  Canticles  attired  in  Byzantine  imperial 
dress  (fig.  366)™* 

13.  Erevan,  Matenadaran,  No.  196.165  Acts  of  the  Apostles  and  Catholic  Epistles,  written  for  John 
by  Kostandin  Aveztsi  and  decorated  with  ornate  headpieces  by  Step'annos  Vahkatsi  and  Grigor 
Pidsak.  The  work  was  done  at  the  newly  built  church  of  the  Holy  Ghost  in  the  village  of  Tiroj. 
A  church,  dedicated  to  St.  John  the  Evangelist,  had  been  erected  by  John  at  this  same  village  in 
1272  (see  No.  8  of  this  list),  but  I  have  found  no  other  mention  of  the  church  of  the  Holy  Ghost. 

14.  Vienna,  Mekhitharist  Library,  No.  245.  Lectionary  written  for  John  after  the  death  of  King 
Het'um  (1270). 156 

15.  Jerusalem,  Armenian  Patriarchate,  No.  2568.  Gospel  written  for  John's  brother,  Prince  Vasak, 
that  is  before  1284  (see  Nos.  8  and  9  of  this  list).  The  colophon  is  missing,  but  the  lines  written 
under  the  portrait  of  Vasak  and  his  sons  indicate  that  John  had  at  least  some  share  in  the  work  and 
that  the  manuscript  may  have  been  written  in  his  scriptorium.  The  last  words  of  the  inscription 
are:  "remember  also  in  Christ  the  corrector  of  this  (manuscript),  his  brother,  bishop  John."  157 
Canon  tables,  portraits  of  the  Evangelists,  marginal  miniatures,  and  full-page  miniatures:  fol.  8v, 
Nativity;  fol.  12v,  Baptism;  fol.  88,  Crucifixion;  fol.  91v,  Holy  Women  at  the  Sepulchre;  fol.  I52v, 
Annunciation ;  fol.  159v,  Presentation ;  fol.  247,  Ascension ;  fol.  295 v,  Washing  of  the  Feet ;  fol.  320, 
portrait  of  Vasak  and  his  sons. 

16.  Jerusalem,  Armenian  Patriarchate,  No.  458.188  Commentary  on  the  Death  of  John  the  Evangelist, 
begun  by  John  and  completed  by  the  scribe  P'ilippos  (Philip).  We  learn  from  the  colophon, 
written  by  John  himself,  that  he  had  long  sought  for  this  commentary,  composed  by  Nerses  of 
Lambron,  and  that  he  greatly  rejoiced  when  he  was  at  last  able  to  find  a  model  which  he  copied. 
Since  this  commentary  is  also  included  in  a  manuscript  dated  1286  (see  No.  7  of  this  list),  the 
present  one,  which  is  the  first  copy  of  that  text,  must  have  been  written  before  1286. 


152  B.  Sarghissian,  Grand  Catalogue,  vol.  I,  cols.  161-166. 

153  Erevan,  Matenadaran,  No.  7690,  fols.  362-364v. 
lb*Pazmaveb,  1935,  fasc.  9-12,  figs.  23,  24. 

165  Garegin  I  Hovsep'ian,  "Step'annos  Vahkatsi"  (in  Armenian),  Hask,  Antilias,  II  (1949-50), 
pp.  58-59,  dates  this  manuscript  in  1265,  but  I  have  found  no  indication  of  a  date  in  the  colophons. 

158  J.  Dashian,  Catalog  der  armenischen  Handschriften  in  der  Mechitharisten-Bibliothek  zu  Wien, 
Vienna,  1895,  pp.  633-635. 

157  G.  Hovsep'ian,  Album,  p.  39,  pi.  56,  fig.  100;  Tchobanian,  Roseraie,  II,  p.  XII. 

168  N.  Bogharian,  General  Catalogue  of  the  Manuscripts  of  the  Monastery  of  St.  James  (in 
Armenian),  vol.  IV,  Jerusalem,  1956,  pp.  178-180.  The  colophon  written  by  John  is  reproduced  in 
fig.  20. 
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17.  Erevan,  Matenadaran,  No.  3710.  Miscellany  written  by  John,  assisted  by  the  scribes  T'oros  and 
Step'annos  Vahkatsi.159 

18.  Erevan,  Matenadaran,  No.  1315.  Miscellany  written  by  John  with  the  assistance  of  the  scribe 
Hakob.  In  the  colophon  on  folio  9,  John  refers  in  veiled  terms  to  difficulties  with  some  members  of 
his  family,  which  are  not  recorded  elsewhere. 

19.  Erevan,  Matenadaran,  No.  4947,  St.  Gregory  the  Great,  Fourth  Book  of  the  Dialogues,  and  Rules 
of  St.  Benedict,  written  for  John  by  the  scribes  Nersisuk  and  Arak'el. 

20.  Single  leaf  in  the  Feron-Stoclet  collection,  in  Brussels,  with  the  portraits  of  Prince  Vasak  and  his 
children  introduced  to  the  Virgin  and  Child  by  Bishop  John.  The  presence  of  the  latter  in  this 
donor's  portrait  leads  one  to  suppose  that  the  manuscript,  to  which  this  folio  belonged,  was 
written  under  the  supervision  of  John.160 

The  illustrations  of  the  Freer  Gospel  consist  of  full-page  and  marginal  mini- 
atures. The  Christological  cycle  has  been  grouped  at  the  beginning,  contrary  to 
the  usual  practice  of  Cilician  artists  who  introduce  the  full-page  miniatures  into 
the  body  of  the  manuscript,  close  to  the  appropriate  passages.  However,  the  present 
arrangement  does  not  seem  to  be  the  original  one,  for  folios  1  to  7  are  single  folios, 
mounted  on  stubs,  instead  of  being  conjugate  leaves  as  they  normally  would  have 
been  if  they  had  always  belonged  to  this  first  gathering.  Some  of  the  quires  have 
an  uneven  number  of  folios,  11  instead  of  12;  a  leaf  seems  to  have  been  cut  off  and 
the  remaining  stub  has  been  pasted  to  the  next  folios.  Since  there  are  no  lacunae, 
the  leaf  that  has  been  removed  must  have  been  an  illustrated  page,  and  in  a  few 
instances  it  is  possible  to  determine  the  original  place  of  one  of  the  folios  now  in 
the  first  gathering.  Thus,  if  the  Transfiguration  (fol.  2v)  were  reattached  to  the 
stub  pasted  to  folio  55  it  would  be  close  to  the  appropriate  passage  in  the  Gospel 
of  Matthew.  Likewise,  if  the  Entry  into  Jerusalem  (fol.  4v)  were  reattached  to 
the  stub  between  folios  126  and  127  it  would  be  close  to  the  relevant  passage  in  the 
Gospel  of  Mark. 

It  seems  probable  that  these  full-page  miniatures  were  detached  when  the 
manuscript  was  rebound,  and  were  then  grouped  at  the  beginning.  At  that  time  the 
initial  quire  with  the  Canon  tables  was  already  lost,  and  perhaps  a  few  miniatures 
as  well,  for  such  scenes  as  the  Annunciation,  Nativity,  and  Crucifixion,  which  are 
almost  invariably  represented,  are  now  missing. 

The  usual  picture  cycle  of  Gospel  manuscripts  has  been  enlarged  through  the 
addition  of  the  Death  of  John  the  Evangelist,  the  Stoning  of  Stephen,  and  the 
Ordination  scene.  The  latter  is  the  equivalent  of  the  donor  portraits  frequently 
placed  at  the  end  of  manuscripts  written  for  members  of  the  royal  family;  here, 
instead  of  the  standing  or  kneeling  figure,  the  owner  is  depicted  in  the  exercise  of 
his  episcopal  functions.  The  presence  of  the  miniature  representing  the  Death  of 

159  G.  Hovsep'ian,  Album,  p.  38,  figs.  93,  94.  This  manuscript  contains,  among  other  texts,  the 
translation  of  Irenaeus's  Proof  of  the  Apostolic  Preaching,  the  original  of  which  is  lost.  Cf.  K.  Ter- 
Mekerttschian  and  E.  Ter-Minassiantz,  "Die  heiligen  Irenaus  Schrift  zum  Erweise  der  apostolischen 
Verkiindigung  .  .  .  ,"  Texte  und  Vntersuchungen  zur  Geschichte  der  altchristlichen  Literatur,  XXXI. 
1,  Leipzig,  1907. 

ieoJdolphe  Stoclet  Collection,  pi.  296.  A.  Sakisian,  Pages  d'art  armenien,  p.  20,  suggests  that  the 
standing  bishop  represents  a  Latin  saint  but  the  name  of  Archbishop  John  can  be  deciphered  in  the 
inscription  on  the  upper  border  of  the  frame,  above  John. 
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John  the  Evangelist  can  easily  be  explained  in  view  of  the  great  veneration  of 
Bishop  John  for  his  namesake  the  Evangelist,  and  his  special  interest  in  the 
account  of  his  death.  It  is  more  difficult  to  detect  the  reasons  which  led  to  the  inclu- 
sion of  the  Stoning  of  Stephen,  a  scene  more  appropriate  for  a  New  Testament 
manuscript  which  included  the  Acts  of  the  Apostles,  than  for  a  Gospel. 

John  specifies  in  the  colophon  that  the  manuscript  was  illuminated  by  several 
painters,  but  he  has  not  recorded  their  names.  The  Evangelists  are  superior  in 
quality  to  the  full-page  Gospel  scenes,  and  Kostandin,  who  has  signed  three  of  these 
portraits,  must  have  been  the  master  artist  {figs.  198,  200,  202).  The  portrait  of 
Matthew  and  the  Ordination  scene,  though  not  signed,  are  also  his  work,  for  they 
display  the  same  style  and  high  quality  {figs.  196,  195).  The  Evangelists  and 
Prochoros  are  seated  in  graceful  poses,  bending  forward  as  they  write  the  first 
words  of  their  Gospels  on  the  pages  of  the  open  book  leaning  against  the  left  knee. 
The  heads  are  small  in  relation  to  the  body,  the  faces  and  the  delicate  features, 
indicated  by  light-brown  lines,  are  modeled  by  means  of  subtle  gradations  of  the 
local  color  with  very  faint  shadows.  The  voluminous  draperies  bulge  around  the 
knees;  a  diagonal  fold,  drawn  across  the  right  leg,  joins  the  folds  which  are  tucked 
under  the  knee  and  fall  in  triangular  pleats.  The  loose  end  of  the  mantle  is  brought 
forward  by  the  left  hand  which  holds  the  open  book,  and  it  ends  in  a  knot.  The 
draperies  are  also  modeled  by  subtle  gradations  of  the  local  color,  especially  in  the 
portraits  of  Matthew  and  Luke,  and  in  the  Ordination  scene.  In  the  other  two 
miniatures  white  highlights  are  used  and  some  of  the  smaller  folds  are  indicated 
by  dark  lines,  slightly  widening  at  the  end.  The  color  combinations  vary  from  one 
miniature  to  the  other:  Matthew  wears  a  blue  tunic  and  a  rose  mantle;  Mark's 
tunic  is  the  same  color  as  Matthew's  mantle,  but  his  mantle  is  a  light  grayish  green; 
Luke's  tunic  is  blue  and  his  mantle  a  warm  gray,  while  the  standing  figure  wears  a 
purple  mantle  over  a  rose  tunic;  the  tunic  of  Prochoros  is  gold  and  his  mantle  blue; 
John's  tunic  is  a  grayish  blue  and  his  mantle  rose.  The  backgrounds  are  always 
gold.  In  the  Ordination  scene  the  vermilion  cover  of  the  altar  sets  off  the  white 
tunics  of  the  deacons  modeled  with  light-yellow  shadows.  Over  his  white  tunic 
Bishop  John  wears  a  purple  chasuble;  the  mantle  of  the  attendant  is  blue.  In  com- 
parison with  the  Gospel  illustrated  by  Hohannes  (Codex  No.  44.17)  there  are  few 
ornamental  details;  only  Matthew's  chair  has  a  back  faced  with  a  material  deco- 
rated with  a  geometric  design.  The  architectural  elements  consist  of  rectangular 
structures  with  domed  or  conical  roofs  and,  in  one  instance,  a  ciborium.  Low, 
simple  tables  are  represented  in  front  of  Matthew  and  Mark,  and  in  the  latter 
miniature  a  closed  book  is  precariously  poised  on  a  fish-shaped  lectern. 

In  the  previous  Gospels  all  four  Evangelists  were  seated;  the  iconographic 
variant  of  John  dictating  to  Prochoros,  commonly  used  in  Byzantine  art  from  the 
1 1th  century  on,  also  occurs  in  Armenian  manuscripts;  the  oldest  dated  example  is 
a  Gospel  written  in  1053  (Erevan,  Matenadaran,  No.  3793). 161  The  man  standing 


161  T.  Izmailova,  "Khudozhestvennoe  ubranstvo  armianskoi  rukopisi  1053  g."  Banber  Matenadaranl 
5  (1960),  pp.  239-278,  fig.  4. 
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before  Luke  and  holding  the  Gospel  book  must  be  Theophilus  to  whom  Luke 
dedicated  the  Acts  of  the  Apostles  {fig.  200).  This  iconographic  type  appears  in 
several  Cilician  manuscripts  of  the  13th  century:  in  the  Gospel  written  for  John 
in  1287  (Erevan,  Matenadaran,  No.  197)  ;  in  the  Gospel  of  Queen  Keran  dated 
1272  (Jerusalem,  Armenian  Patriarchate,  No.  2563)  ;  in  Erevan,  Matenadaran, 
No.  9422,  and  on  a  single  leaf  in  the  FitzWilliam  Museum  in  Cambridge  (Mc- 
Clean,  No.  201 ) .  In  all  these  examples  Theophilus  wears  a  simple  mantle  over  his 
tunic,  while  in  the  Freer  manuscript  he  is  attired  in  rich  robes:  a  tunic  with  gold 
bands  around  the  sleeve  and  the  hem  of  the  skirt;  and  a  mantle  decorated  with  two 
gold  tablions  studded  with  jewels  like  the  bands  of  the  tunic.  In  the  Acts,  the  title 
KpanoTos  is  prefixed  to  the  name  of  Theophilus  and  this  implies  that  he  belonged 
to  the  equestrian  order;  our  miniaturist  also  wished  to  suggest  this  through  the  type 
of  costume,  for  it  is  identical  with  the  attire  of  the  centurion  and  of  Jairus  depicted 
in  the  marginal  miniatures  {figs.  220, 222), ,162 

The  portrait  of  the  Evangelist,  sketched  in  red  on  folio  8,  poses  an  interesting 
problem  (fig.  182).  Is  this  a  preliminary  drawing,  discarded  by  the  artist,  or  has 
it  been  drawn  later  on  a  blank  page?  The  stylistic  affinities  with  the  portrait  of 
Matthew  on  folio  13v  (fig.  196) — the  facial  type,  the  stooped  back,  the  position  of 
the  hands,  the  arrangement  of  the  folds  of  the  drapery — are  in  favor  of  the  first 
alternative.  The  only  difference  is  in  the  use  of  a  lectern  in  the  shape  of  a  human 
figure  in  the  sketch,  while  there  is  no  lectern  in  the  finished  painting.  However,  a 
similar  lectern,  a  human  figure  supporting  an  open  book  on  his  shoulders,  occurs 
in  a  contemporary  manuscript  (Venice,  Mekh.  Libr.,  No.  600,  fol.  182v)  which, 
as  will  be  shown  below,  is  closely  connected  with  the  Freer  Gospel.  The  facial  type 
of  the  lectern  figure  of  our  manuscript,  with  its  pointed  oval  and  delicate  features, 
is  reminiscent  of  the  youthful  figures  represented  on  other  pages,  such  as  the 
deacons  in  the  Ordination  scene,  Prochoros,  or  Saint  Stephen.  We  can  therefore 
consider  this  sketch  as  the  work  of  the  scribe  who  painted  the  other  Evangelist 
portraits,  and  we  can  also  see  why  he  was  dissatisfied  with  it.  The  figure,  bending 
forward,  is  off  balance;  it  has  been  placed  far  down  on  the  page  so  that  the  feet  are 
drawn  on  the  lower  band  of  the  frame,  where  they  would  have  been  covered  by  the 
ornament.  It  is  more  difficult  to  explain  why  this  sketch  was  allowed  to  remain 
in  the  manuscript.  This  single  leaf  is  now  attached  to  the  first  quire  of  the  text  (fols. 
8  to  24)  and  the  quire  number  has  been  written  on  the  recto,  after  the  insertion  of 
the  leaves  with  the  indices.  But  it  may  have  originally  belonged  to  the  quire  which 
had  the  Letter  of  Eusebius  and  the  Canon  tables,  and  it  may  have  been  retained 
because  it  was  part  of  a  conjugate  leaf.  The  thin  vellum  is  the  same  as  that  of  the 
rest  of  the  manuscript. 

The  Ordination  scene  (fig.  195)  is  a  faithful  image  of  the  ceremony  as  it  was 
performed  in  the  Armenian  Church.  A  similar  composition  occurs  in  a  Ritual 

162  In  a  Byzantine  manuscript  of  the  12th  century,  Oxford,  MS.  Auct.  T  infra  1.  10,  fol.  231v, 
Theophilus  is  crowned  and  wears  a  chlamys  made  of  a  costly  figured  material :  Otto  Pacht,  Byzantine 
Illumination,  Oxford,  1952,  fig.  8. 
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illustrated  in  1248,163  and  it  is  repeated,  with  slight  variations,  in  the  Gospel 
written  for  John  in  1287.  It  is  interesting  to  compare  this  miniature  with  the  one 
in  our  manuscript  for  we  can  see  that  the  artists  tried  to  paint  a  true  portrait  of 
Bishop  John.  In  the  Freer  manuscript,  illustrated  in  1263,  John  is  a  man  in  his 
prime,  with  a  dark  beard,  a  smooth,  unlined  face,  while  in  the  Gospel  of  Erevan 
No.  197,  written  two  years  before  his  death,  he  appears  as  an  old  man,  with  a  long 
white  beard.164 

A  scribe  by  the  name  of  Kostandin  is  mentioned  in  two  other  manuscripts 
written  for  John  (Nos.  9  and  13  of  the  above  list)  but  the  simple  ornaments  do  not 
offer  a  sufficient  basis  for  stylistic  comparisons,  and  we  cannot  be  sure  whether  or 
not  this  scribe  is  the  same  person  as  the  illustrator  of  the  Freer  Gospel.  However, 
the  hand  of  this  painter  can  be  recognized  in  the  illustrations  of  other  manuscripts 
of  John's  scriptorium.  The  portrait  of  John  kneeling  at  the  feet  of  John  the 
Evangelist,  depicted  in  the  Bible  of  Erevan,  No.  4243,  illustrated  in  the  years 
1263-68,  is  identical  with  the  one  in  our  manuscript  {figs.  365  and  195).  The 
figures  of  St.  John  and  those  of  the  prophets  and  authors  of  the  Epistles  are  also 
painted  in  the  same  manner  as  the  full-page  compositions  and  some  of  the  marginal 
miniatures  of  our  manuscript.  Marked  stylistic  affinities  can  also  be  observed  be- 
tween the  illustrations  of  the  Freer  Gospel  and  the  two  full-page  miniatures  of  the 
manuscript  which  John  presented  to  his  niece  Fimi,  probably  in  1263  or  shortly 
after  {fig.  366). 166  In  a  third  manuscript  of  this  scriptorium,  the  Bible  of  the  year 
1270  (Erevan,  Matenadaran,  No.  345),  some  of  the  marginal  miniatures  recall  the 
style  of  Kostandin  and  display  his  typical  use  of  ample  draperies,  one  end  of  which 
ends  in  a  knot,  but  the  portrait  of  Matthew  has  been  painted  by  another  artist.  We 
may  conclude  from  this  that  Kostandin  was  one  of  the  principal  painters  of  the  scrip- 
torium of  John  between  the  years  1263  and  1270.  Before  coming  to  this  scriptorium 
he  had  worked  for  John's  father,  the  Baron  Constantine.  A  Gospel  written  for  the 
latter  at  Sis,  in  1237,  is  decorated  with  ornate  Canon  tables  and  the  portraits  of  the 
Evangelists.168  All  four  are  seated,  and  the  portraits  of  Matthew  {fig.  367)  and  of 
John,  which  are  well  preserved,  are  painted  in  a  style  identical  with  the  miniatures 
of  the  Freer  manuscript.  There  can  be  no  question  that  the  two  Gospels  have  been 
illustrated  by  the  same  person. 

All  these  manuscripts,  which  for  stylistic  reasons  can  be  attributed  to  Kos- 
tandin, give  us  the  names  of  the  scribes,  but  not  that  of  the  painter.  The  only  other 
miniatures  which  are  signed  by  an  illustrator  called  Kostandin  are  to  be  found 
in  a  Gospel  in  the  Mekhitharist  Library  of  Venice,  No.  600,  copied  and  illustrated 
at  Sis,  in  1269,  by  Kostandin  Hrip'simetsi  who  has  written  his  name  under  the 
portraits  of  the  Evangelists  and  in  a  brief  note  on  folio  373,  as  well  as  given  it  in 

163  S.  Der  Nersessian,  Manuscrits  armeniens,  pp.  103-104,  pi.  XL. 

164  L.  Durnovo,  Miniatures  armeniennes,  p.  115. 

166  Venice,  Mekh.  Libr.,  No.  376;  cf.  Fazmaveb,  1935,  fasc.  9-12,  figs.  23,  24. 
166  Erevan,  Matenadaran,  No.  7700.  The  colophons  on  fols.  190v  and  294v  give  the  name  of  the 
scribe  Grigor  but  not  that  of  the  painter. 
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the  acrostic  of  the  versified  colophon.167  The  miniatures,  which  are  tinted  drawings, 
are  less  carefully  executed  than  those  of  the  previous  manuscripts,  but  the  style 
shows  the  same  characteristic  traits  (fig.  368),  especially  when  these  drawings  are 
compared  with  the  preliminary  sketch  of  folio  8v  of  our  manuscript.  The  only 
difficulty  in  identifying  this  Kostandin  Hrip'simetsi  with  the  Kostandin  of  the 
Freer  Gospel  arises  from  the  fact  that  the  elegant  script  of  the  lines  written  under 
the  portraits  of  the  Evangelists  differs  notably  from  the  irregular  writing  of  the 
Venice  manuscript. 

The  full-page  Gospel  scenes  of  the  Freer  Gospel  were  painted  by  assistants 
less  skilled  than  the  master,  but  who  tried  to  imitate  his  style.  We  find  the  same 
range  of  colors,  in  particular  a  bright  emerald  green  which  is  not  commonly  used 
in  this  period,  but  which  also  occurs  in  the  marginal  miniatures  and  in  the  orna- 
ments of  the  headpieces.  The  ample  draperies  bulging  around  the  knees,  the 
mantles  with  their  knotted  ends,  repeat  sometimes  in  exaggerated  fashion  the 
mannerisms  of  the  master.  The  kneeling  figure  of  St.  Stephen  is  in  many  respects 
closest  to  the  Evangelist  portraits;  we  can  see  here  the  same  way  of  drawing  a 
diagonal  fold  across  the  leg,  of  tucking  the  drapery  under  the  knee  and  spreading 
it  in  a  triangular  pleat,  and  of  bringing  forward  the  end  of  the  mantle  which  ter- 
minates in  a  knot  (fig.  193).  The  facial  type,  with  its  pointed  chin,  is  comparable 
to  the  portraits  of  Prochoros  and  of  the  deacons  in  the  Ordination  scene;  this  same 
facial  type  is  repeated  in  other  miniatures,  for  instance,  for  the  young  apostle  in  the 
Entry  into  Jerusalem,  for  the  angels  in  the  Death  of  St.  John,  for  Solomon  and  Eve 
in  the  Harrowing  of  Hell  (figs.  195,  202, 190, 194, 191). 

The  iconographic  schemes  of  the  Gospel  scenes  conform  to  the  types  current 
in  other  Cilician  manuscripts  of  the  13th  century.  The  bearded  type  of  Moses  in 
the  Transfiguration  (fig.  189)  occurs  in  contemporary  examples,  for  instance,  in  a 
Gospel  written  for  John's  elder  brother,  the  Constable  Smbat  (Erevan,  Matena- 
daran,  No.  7644,  fol.  71v).  The  Entry  into  Jerusalem  in  this  manuscript  (fol.  86) 
is  almost  identical  with  the  composition  of  the  Freer  Gospel  (fig.  190)  ;  in  both 
miniatures  we  find  the  characteristic  group  of  old  men,  one  of  whom  points  the  way 
to  Jesus. 

It  was  noted  above  that  John's  special  devotion  to  St.  John  the  Evangelist  led 
him  to  add  the  representation  of  the  Evangelist's  death  to  the  Gospel  cycle  in  the 
Freer  manuscript;  he  also  included  it,  some  years  later,  in  the  manuscript  written 
for  him  in  1287  (Erevan,  Matenadaran,  No.  197,  fol.  316v).  These  are  the  only 
two  examples  known  to  me  in  Christian  art  where  this  scene  forms  part  of  the 
Gospel  illustration,  but  we  also  find  it  in  a  Ritual  illustrated  by  T'oros  Roslin  in 
1266  (Jerusalem,  Armenian  Patriarchate,  No.  2027,  fig.  364),  where  the  account 
of  the  death  of  St.  John  and  several  homilies  follow  the  usual  readings  of  the  Ritual. 
These  three  compositions  differ  from  one  another  and,  in  turn,  from  the  Byzantine 
examples.  In  the  Ritual,  in  conformity  with  the  text,  John's  body  is  placed  in  the 

167  B.  Sarghissian,  Grand  Catalogue,  I,  cols.  653-658.  The  name  of  the  city  has  been  erased  but  it 
must  have  been  the  capital,  Sis,  for  the  scribe  states  that  he  wrote  his  manuscript  in  Cilicia,  "at  the  mother 
of  all  cities." 
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deep  trench  which  he  had  bade  his  disciples  to  dig;  the  latter  stand  behind  this 
trench,  accompanied  by  a  bishop  and  by  young  men,  one  of  whom  holds  a  spade; 
a  fortified  city  is  depicted  in  the  background  {  fig.  364).  Two  separate  episodes  are 
represented  in  the  Erevan  manuscript,  No.  197.  In  the  foreground  two  nimbed  men 
place  the  lid  on  the  low  coffin  in  which  John  is  lying,  and  which  stands  in  front 
of  a  sepulchre  cut  out  in  the  rock;  a  bishop  and  several  men  are  behind  the  sep- 
ulchre. The  scene  in  the  upper  half  of  the  miniature  illustrates  a  later  moment  of 
this  apocryphal  story;  one  of  John's  disciples  shows  to  his  companion  the  empty 
tomb  for,  according  to  some  versions,  John's  body  was  translated  by  the  power  of 
the  Lord.  In  the  Freer  Gospel  {fig.  194),  the  mound  in  which  a  trench  had  been 
dug  has  the  shape  of  a  sarcophagus;  the  disciples  are  grouped  on  one  side,  the 
angels  on  the  other,  and  two  bishops,  one  of  them  holding  a  half-open  book,  stand 
between  them.  Two  angels  fly  down  from  heaven  to  receive  the  soul  of  St.  John. 

The  aged  bishop,  a  constant  feature  in  all  three  compositions,  and  who  only 
appears  in  Armenian  examples,  is  probably  meant  to  represent  James,  the  brother 
of  St.  John,  dressed  as  a  bishop  through  confusion  with  James  the  brother  of  the 
Lord,  the  first  bishop  of  Jerusalem.168  The  younger  bishop,  included  only  in  the 
present  example,  bears  some  resemblance  to  the  portrait  of  John  in  the  Ordination 
scene.  It  is  possible  that  the  artist  intended  to  portray  the  owner  of  the  Gospel  pre- 
senting it  to  his  patron  saint,  as  in  other  instances  a  donor  presents  his  manuscript 
to  Christ.  In  Armenian  art,  a  living  person,  in  particular  a  donor,  is  often  included 
in  a  religious  composition. 

The  Stoning  of  Stephen  {fig.  193)  is  ultimately  derived  from  the  Byzantine 
compositions  in  which  Paul,  guarding  the  garments  laid  down  by  the  executioners, 
watches  them  as  they  throw  the  stones  at  the  saint,  kneeling,  with  his  back  to  them. 
To  these  figures  our  miniaturist  has  added  the  angels  flying  toward  Christ  seated  in 
a  mandorla  from  which  a  ray  descends  on  Stephen.  The  diagonal  composition  is 
an  interesting,  though  awkward,  attempt  to  show  depth  by  placing  the  figures  on 
different  planes.  The  additional  figures  of  this  miniature,  in  particular  the  en- 
throned Christ,  illustrate  Stephen's  words:  "Behold,  I  see  the  heavens  opened  and 
the  Son  of  man  standing  at  the  right  hand  of  God"  (Acts  7:  56).  Another  Cilician 
painter  of  the  13th  century  has  given  a  more  literal  interpretation.  The  marginal 
miniature  in  the  Lectionary  of  Het'um  II  (Erevan,  Matenadaran,  No.  979,  fol.  36) 
shows  the  doors  opening  at  the  sides  of  the  medallion,  which  portrays  the  heavens, 
and  revealing  the  heads  of  the  Ancient  of  Days  and  of  Christ.  Below,  Stephen 
kneels  in  front  of  a  hill  and  the  executioners,  throwing  their  stones,  stand  sym- 

168  The  death  of  John  the  Evangelist  is  represented  in  three  Byzantine  manuscripts:  the  Homilies  of 
Gregory  of  Nazianzus,  Paris  gr.  510,  the  Menologium  of  Basil  II,  and  a  Menaeon  in  the  Greek 
Patriarchate  in  Jerusalem,  2<x/?a  208.  It  also  appeared  on  the  bronze  doors  made  in  Constantinople  in 
1070  and  given  to  the  church  of  Saint-Paul-outside-the-Walls  in  Rome  by  a  member  of  the  Pantaleone 
family  of  Amalfl.  All  these  representations  differ  from  one  another  and,  in  turn,  from  the  Armenian 
examples.  H.  Omont,  Miniatures  des  plus  anciens  manuscrits,  pi.  XXII ;  II  Menologio  di  Basilio  II, 
p.  68;  A.  Baumstark,  "Ein  illustriertes  griechisches  Menaion  des  Komnenenzeitalters,"  Oriens  Christia- 
nus,  ser.  3,  I  (1927),  p.  72;  N.  M.  Nicolai,  Delia  basilica  di  S.  Paolo,  Rome,  1812,  pi.  XIII. 
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metrically  at  the  sides  and  behind  this  mound.  The  marginal  ornament  is  combined 
with  the  pictorial  scene,  as  in  many  other  instances  in  this  manuscript,  and  Paul's 
head  appears  in  the  circumvolutions  of  the  scroll. 

In  Byzantine  miniatures  the  hand  of  God  presents  the  martyr's  crown  to 
Stephen,  or  rays  descend  from  this  hand  on  the  saint;  Christ  appears  in  the  composi- 
tions of  two  Syriac  Lectionaries  of  the  13th  century:  British  Museum,  Add.  7170, 
and  Vatican  Library,  Syr.  559.  In  discussing  this  theme,  H.  Buchthal  has  called 
attention  to  the  iconographic  similarities  between  the  miniatures  of  the  Syriac 
Lectionaries  and  those  of  two  Latin  manuscripts  of  the  11th  century,  which  also 
include  the  half-figure  of  Christ,  and  he  has  suggested  that  these  compositions  may 
be  derived  from  some  Greek  example.169  Elements  of  such  a  representation  may 
be  discerned  in  a  miniature  of  the  ninth  century  of  the  Sacra  Parallela  of  John  of 
Damascus,  Paris,  gr.  923,  although  it  does  not  illustrate  the  Stoning  of  Stephen. 
The  image  accompanies  a  passage  on  the  contemplation  of  God  from  St.  Basil's  De 
fide:  a  man,  hands  raised  in  adoration,  gazes  at  the  apparition  of  Christ  standing 
next  to  the  Ancient  of  Days  enthroned  in  a  mandorla.170  The  theophanic  vision 
depicted  here  exactly  corresponds  to  the  words  of  Stephen:  "Behold,  I  see  the 
heavens  opened,  and  the  Son  of  man  standing  on  the  right  hand  of  God,"  and  it  may 
have  been  taken  over  from  the  scene  of  his  martyrdom. 

We  saw  in  the  study  of  the  preceding  manuscript  that  T'oros  Roslin  combined 
miniatures  introduced  into  the  text  column  with  marginal  miniatures.  When  the 
latter  were  painted  in  the  upper  or  lower  margins  they  were  large  compositions, 
sometimes  comprising  two  episodes,  while  single  figures  were  portrayed  in  the 
outer  margins.  The  scriptorium  of  Bishop  John  used  the  latter  system  almost 
exclusively.  In  the  Bibles  the  marginal  miniatures  consist  primarily  of  single 
figures — the  portraits  of  the  authors  of  the  different  books.  In  the  Freer  Gospel  we 
have  a  narrative  cycle,  consequently  these  marginal  miniatures  are  small  vignettes 
which,  for  lack  of  adequate  space,  have  been  reduced  to  the  principal  participants 
of  the  event.  Occasionally  the  miniaturist  has  solved  the  spatial  problem  by  separat- 
ing the  figures  into  two  groups.  Thus  on  folio  43  Jesus  speaking  to  the  disciples  is 
represented  in  the  upper  part  of  the  page  and  His  mother  and  brothers  who  have 
come  to  see  Him  appear  farther  down,  on  the  same  margin  (fig.  229).  However, 
on  folio  102v,  where  the  same  episode  is  repeated,  only  the  group  of  the  mother 
and  brothers  has  been  retained  (fig.  232).  More  often  the  miniaturist  tries  to 
accommodate  a  composition  into  the  narrow  space  by  placing  the  figures  slightly 
below  one  another  (for  instance,  in  figs.  235-237,  239).  The  scene  of  the  Massacre 
of  the  Innocents  is  an  extreme  example  of  this  type  of  arrangement:  Herod  looks 
and  points  to  the  right  and  not  to  the  soldier  carrying  out  his  orders,  who  is  repre- 
sented lower  down  in  the  margin  (fig.  205). 

The  hand  of  the  master  painter  Kostandin  can  be  recognized  in  some  of  the 
finer  marginal  miniatures,  for  instance,  Christ  and  the  centurion,  and  Jairus  (figs. 

169  H.  Buchthal,  "The  Painting  of  the  Syrian  Jacobites,"  Syria,  XX  (1939),  pp.  144-146,  pis.  XX, 
XXI. 

170  A.  Grabar,  L'iconoclasme  byzantin,  p.  248,  fig.  162. 
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220,  222),  already  mentioned  in  connection  with  the  portrait  of  Theophilus.  We 
also  find  the  same  delicate  modeling  in  other  compositions  such  as  Solomon  and 
the  Queen  of  Sheba,  Christ  and  Peter,  Joseph  of  Arimathea  before  Pilate,  and  the 
Annunciation  {figs.  227,  228,245,  250).  Many  of  the  marginal  miniatures  are, 
however,  closer  in  style  and  workmanship  to  the  full-page  Gospel  scenes  painted 
by  the  assistants.  The  exaggerated  upward  sweep  of  the  soldier's  mantle  in  the 
Massacre  of  the  Innocents  is  comparable  to  the  movement  of  Christ's  mantle  in  the 
Harrowing  of  Hell  {figs.  205, 191)  ;  there  is  marked  similarity  between  the  por- 
traits of  John  the  Baptist  on  folio  18  and  in  the  Baptism  {figs.  206, 188)  ;  between 
the  two  apostles  on  folio  134v  and  those  who  follow  Christ  in  the  Entry  into  Jeru- 
salem {figs.  246, 190). 

As  in  the  preceding  manuscript  the  prophets  whose  prophecies  are  recalled 
are  sometimes  represented  {figs.  213,  230),  but  their  prophecy  is  never  written  on 
the  scroll  they  carry.  In  addition  to  these  portraits  we  find,  in  two  instances,  an 
illustration  of  an  actual  event  of  the  Old  Testament  to  which  Christ  refers.  The 
first  of  these  two  miniatures  shows  the  familiar  image  of  Jonah  in  the  mouth  of  the 
whale  {fig.  226),  painted  next  to  Matthew  12:40:  "For  as  Jonah  was  three  days 
and  three  nights  in  the  whale's  belly;  so  shall  the  Son  of  man  be  three  days  and 
three  nights  in  the  heart  of  the  earth."  The  miniaturist  has  retained  the  Early 
Christian  type  of  the  nude  figure  while  in  other  Cilician  manuscripts  Jonah  is 
fully  clothed.  The  second  miniature  illustrates  Matthew  12:42.  "The  queen  of 
the  south  shall  rise  up  in  the  judgment  with  this  generation,  and  shall  condemn  it: 
for  she  came  from  the  uttermost  parts  of  the  earth  to  hear  the  wisdom  of  Solomon." 
The  Queen  of  Sheba  stands  before  the  enthroned,  youthful  Solomon;  both  are 
dressed  in  Byzantine  imperial  costume,  a  costume  also  worn  by  the  Armenian  kings 
of  Cilicia  as  evidenced  from  their  portraits  in  some  of  the  royal  manuscripts  {fig. 
228).  This  theme  appears  to  have  been  a  favorite  one  in  the  scriptorium  of  John, 
and  we  find  different  variants.  In  the  Gospel  presented  by  John  to  his  niece  Fimi, 
the  frontispiece  of  the  Canticle  of  Canticles  shows  the  young  King  and  Queen  in 
royal  costume  standing  under  an  ornate  arch  and  turned  slightly  toward  one 
another  {fig.  366).  In  the  Bible  of  Erevan,  No.  4243,  the  two  royal  figures  stand 
side  by  side  and  Solomon  raises  his  right  hand  in  the  gesture  of  speech  (fol.  246). 

The  parables  have  not  been  included  in  the  narrative  cycle;  the  majority  of  the 
miniatures  accompany  the  account  of  the  miracles  and  the  predication  of  Christ, 
sometimes  illustrating  the  same  passage  in  more  than  one  Gospel.  Thus  Christ 
blessing  the  little  children  occurs  both  in  Matthew  and  Mark  {figs.  237,  240)  and 
we  find,  in  addition,  a  miniature  next  to  Mark  9 :  35-36  where  Jesus,  taking  a  child 
in  His  arms,  says  to  the  apostles:  "whosoever  shall  receive  one  of  such  children  in 
my  name,  receiveth  me"  {fig.  235) . 

The  narrow  margins  obviously  prevented  the  full  development  of  a  scene  and 
one  would  not  be  justified  in  contrasting  the  simple  groups  of  this  manuscript  with 
the  more  detailed  compositions  of  Codex  No.  32.18,  but  the  iconographic  variations 
are  nonetheless  significant.  Except  for  a  few  miniatures,  such  as  the  portraits  of 
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the  ancestors  of  Christ  enclosed  in  medallions,  and  the  prophets  represented  when 
their  words  are  quoted,  there  are  hardly  any  points  of  contact  between  the  two  sets 
of  miniatures.  Differences  in  costume  can  also  be  noted  in  numerous  instances.  In 
the  two  compositions  of  the  mother  and  brothers  of  Jesus  who  had  come  to  see 
Him,  one  of  the  brothers,  who  must  be  James  the  "brother  of  the  Lord,"  is  dressed 
like  a  bishop,  an  anachronistic  feature  which  does  not  occur  in  Codex  No.  32.18 
{figs.  229,  232,  113).  In  the  present  manuscript  Jairus  wears  the  costume  of  a 
Byzantine  dignitary,  a  long  tunic  and  a  mantle  decorated  with  a  tablion,  while  in 
the  preceding  one  he  wore  a  turban,  like  an  Oriental  {figs.  222,  68).  The  costumes 
of  Herod  and  the  Magi  are  different  in  the  two  manuscripts  {figs.  60,  77,  205,  208) , 
so  are  those  of  the  soldiers  who  wear  chain  armor  in  one  {fig.  59)  and  plate  armor 
in  the  other  {fig.  205). 

There  are  fewer  variations  between  the  full-page  miniatures  of  the  Gospel 
of  Bishop  John  and  the  corresponding  subjects  painted  by  T'oros  Roslin,  for  the 
iconography  of  the  principal  scenes  of  the  life  of  Christ  was  more  firmly  estab- 
lished ;  but  even  here  divergencies  can  be  observed  in  secondary  features.  For 
instance,  in  the  Transfiguration  Moses  is  bearded,  a  type  which,  as  noted  previously, 
also  occurs  in  a  Gospel  written  for  John's  brother,  the  Constable  Smbat  (Erevan, 
Matenadaran,  No.  7644,  fol.  71  v),  while  T'oros  Roslin  retains  the  early,  youthful 
type.171  In  the  Baptism  we  have  the  usual  number  of  two  angels,  whereas  T'oros 
Roslin  often  represents  three  or  even  four  angels.172 

It  is  evident  that  the  painters  of  the  scriptorium  of  Grner  followed  a  somewhat 
different  pictorial  tradition  from  those  of  Hromkla,  a  difference  already  apparent 
in  their  marked  preference  for  marginal  illustrations,  and  the  exclusion  of  minia- 
tures introduced  into  the  text  column.  They  were  less  inventive  that  T'oros  Roslin, 
and  most  of  the  manuscripts  they  illustrated  are  not  as  sumptuous  as  the  products 
of  the  patriarchal  see,  or  those  which  were  commissioned  by  members  of  the  royal 
family  other  than  Bishop  John.  It  is  nonetheless  important  to  note  that  within 
the  general  trend  of  Cilician  painting  of  the  13th  century,  there  existed  local  schools, 
developing  along  somewhat  different  lines,  for  this  diversity  bears  witness  to  the 
vitality  of  the  art  of  this  period. 

The  delicate  designs  of  the  headpieces  and  marginal  ornaments  cause  one  to 
regret  all  the  more  the  loss  of  the  decorative  pages  of  the  Canon  tables.  An  intricate 
interlace  fills  the  headpiece  of  the  Gospel  of  Matthew:  the  interweaving  strands, 
painted  in  blue  against  the  gold  ground,  form  a  succession  of  eight-point  stars,  and 
pink  rosettes  are  lodged  in  these  stars  {fig.  197).  Foliate  scrolls  and  interlacing 
floral  elements  decorate  the  other  headpieces  {figs.  199,  201,  203).  On  folio  148,  a 
cusped  arch  of  complex  design  opens  into  the  rectangle  instead  of  the  usual  tre- 
foil, and  an  interlacing  foliate  motif  is  painted  under  it  {fig.  201).  The  large 

171  Baltimore,  Walters  Art  Gallery,  No.  539,  fol.  163 ;  Jerusalem,  Arm.  Patr.,  No.  1956,  fol.  140v; 
Jerusalem,  Arm.  Patr.,  No.  3627,  fol.  132v. 

172  Baltimore,  Walters  Art  Gallery,  No.  539,  fol.  23;  Jerusalem,  Arm.  Patr.,  No.  1956,  fol.  21; 
Jerusalem,  Arm.  Patr.,  No.  3627,  fol.  26v. 
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marginal  ornaments  of  the  first  page  of  each  Gospel  are  crowned,  as  usual,  with 
an  ornate  or  plaited  cross.  On  folio  243  we  find  a  variant  of  the  "animal  scroll" 
noted  in  Codex  No.  44.17,  adapted  here  to  the  usual  form  of  the  marginal  design 
(fig.  203).  The  smaller  marginal  ornaments  placed  at  the  beginning  of  the  peri- 
copes  follow  the  current  types  of  floral  interlaces,  painted  usually  in  blue  against  the 
gold  ground,  and  enlivened  with  touches  of  red  and  emerald  green.  In  a  few  in- 
stances these  are  replaced  by  scrolls  or  flowers  coming  out  of  vases.  Occasionally 
also  the  foliate  motifs  are  gilt  and  the  ground  is  a  bright  vermillion. 

As  in  the  preceding  manuscript  the  initials  of  Matthew  and  of  Luke  are 
formed  by  their  symbols;  that  of  Mark  consists  of  an  angel  who  faces  a  lion  stand- 
ing on  its  hind  legs  (figs.  197 , 199,  201).  In  general,  only  the  lion  is  used  for  the 
first  letter  of  Mark — either  a  single  lion,  seated,  whose  upturned  wings  form  the 
two  vertical  bars,  or  two  standing  lions  facing  one  another.  In  two  manuscripts  of 
an  earlier  date,  the  Gospels  of  A.D.  1066  and  A.D.  1198,  Christ  Emmanuel  stands  on 
the  back  of  the  seated  lion  and  holds  the  upturned  wings  with  both  hands; 173  in  one 
of  his  manuscripts  (Jerusalem,  Arm.  Patr.  No.  3627,  fol.  107)  T'oros  Roslin 
substituted  the  mature,  bearded  Christ  for  Christ  Emmanuel.  The  variant  used  in 
the  Gospel  of  Bishop  John  does  not  appear  in  any  of  the  manuscripts  of  Hromkla 
known  to  me,  but  it  does  occur  in  another  manuscript  written  at  Grner,  Erevan, 
No.  5525  (No.  8  of  the  above  list),  and  several  Gospels,  the  exact  provenance  of 
which  is  not  indicated,  but  which  belong,  stylistically,  to  the  school  of  Cilician 
painting  which  flourished  in  the  third  quarter  of  the  13th  century.174 

The  initial  of  the  Gospel  of  John  differs  from  other  contemporary  examples 
known  to  date  (fig.  203).  In  some  manuscripts  of  the  late  13th  century  all  four 
symbols  are  used  for  this  letter:  three  of  them,  standing  one  above  the  other,  form 
the  vertical  bar  and  the  fourth  one,  the  loop.175  But  in  our  example,  except  for  the 
eagle  perched  on  the  book,  the  component  figures — a  woman,  a  young  boy  holding 
a  child,  another  hanging  from  the  loop— have  a  purely  secular  character.  We 
have  here  an  elaboration  of  the  anthropomorphic  letters  extensively  used  in  this 
manuscript,  and  combined  to  create  a  genre  scene. 

Zoomorphic  or  anthropomorphic  letters  do  not  occur  in  ancient  Armenian 
manuscripts.  In  the  Gospel  of  King  Gagik,  a  human  or  an  animal  head  is  occa- 
sionally attached  to  a  letter,  or  birds  are  perched  on  the  vertical  or  horizontal 
bars,  but  they  are  not  constituent  parts  of  the  initials.176  Birds  or  other  animals, 
drawn  in  positions  which  reproduce  the  shape  of  a  given  letter,  appear  for  the  first 

173  L.  Azarian,  op.  cit.,  in  Banber  Matenadarani,  IV  (1958),  p.  99,  fig.  9;  N.  Akinian,  Das  Skevra- 
Evangeliar,  fig.  10. 

174  Erevan,  Matenadaran,  Nos.  2629  (fol.  93)  and  9422  (fol.  108)  ;  Vienna,  Mekh.  Libr.,  No.  278, 
fol.  103. 

176  Erevan,  Matenadaran,  Nos.  2629  (fol.  222)  and  9422  (fol.  249)  ;  Vienna,  Mekh.  Libr.,  No. 
278,  fol.  249.  This  type  of  letter  was  frequently  used  in  the  14th  century  by  T'oros  of  Taron ;  see  an 
example  in  S.  Der  Nersessian,  Manuscrits  armeniens,  pi.  LXIII. 

176  A.  Sakisian,  Pages  d'art  armenien,  fig.  50;  S.  Der  Nersessian,  Armenia  and  the  Byzantine 
Empire,  pi.  XXII. 
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time  in  Cilician  manuscripts  of  the  12th  century,  in  the  "Narek"  of  A.D.  1 173,  in  the 
Gospels  of  Skevra  and  Lwow  dated  1 193  and  1 198.1"  The  great  variety  of  combina- 
tions and  the  skill  with  which  they  have  been  executed  leads  one  to  suppose  that 
this  type  of  letter  had  originated  considerably  earlier,  although  no  such  examples 
have  survived.  In  the  Gospel  of  A.D.  1066,  already  mentioned,  the  symbols  of  the 
evangelists  form  the  initials  of  their  Gospels  but  the  initials  of  the  pericopes  are 
simple  uncials.  In  the  Gospel  of  Erevan,  No.  3793,  dated  1053,  we  find  a  more 
primitive  form  for  the  first  letter  of  each  Gospel.  The  symbol,  or  part  of  it,  is 
added  to  the  ornate  letter:  a  man's  head  inside  the  loop  of  the  initial  of  Matthew; 
two  half-figures  of  lions  above  the  vertical  bars  of  the  initial  of  Mark;  a  crouching 
ox  under  the  initial  of  Luke;  and  an  eagle  perched  on  the  initial  of  John.178 

The  next  step  in  the  development  of  ornate  initials  was  to  combine  human 
and  animal  figures,  or  use  the  human  figure  alone.  The  Gospel  of  Bishop  John 
presents  us  with  a  variety  of  such  types,  in  addition  to  the  purely  zoomorphic 
letters  formed  by  fish,  birds,  foxes,  lions,  serpents,  dragons,  and  sirens  {figs.  215, 
229, 234,  241, 244) .  The  composite  types  usually  consist  of  a  man  with  a  dragon,  a 
fish,  or  a  bird  (fols.  59,  62v,  163  {fig.  252),  184v,  217v,  232v,  237,  266  {fig.  186). 
Sometimes  a  small  scene  is  enacted ;  for  instance,  on  folio  245v  a  man  raises  his  knife 
to  kill  a  serpent  coiled  around  him  and  whose  bent  head  forms  the  loop  of  the  letter 
{fig.  187)  ;  on  folio  252  a  man  bending  forward  holds  a  bird  in  his  raised  hands 
{fig.  184).  In  a  few  instances  only  human  figures  are  used  {fig.  185)  ;  on  folios  33 
{fig.  222)  and  44v,  two  men  are  seated  opposite  one  another;  on  folio  22v,  the  letter 
is  formed  by  two  sirens  {fig.  212). 

These  types  of  initials  again  differentiate  the  manuscripts  written  at  Grner 
from  the  contemporary  products  of  Hromkla  where,  as  we  have  seen,  zoomorphic 
letters  are  rarely  used  and  anthropomorphic  ones  hardly  ever.  They  also  give  addi- 
tional proof  of  connections  with  the  third  school  of  Cilician  painting  referred  to 
above,  for  in  these  manuscripts  we  also  find  a  great  variety  of  zoomorphic  and 
anthropomorphic  letters.179 

177  A.  N.  Svirine,  La  miniature,  p.  51;  S.  Der  Nersessian,  Manuscrits  armeniens,  pis.  XXXII, 
XXXIII. 

178  T.  Izmailova,  op.  cit.,  in  Banber  Matenadarani,  V  (1260),  figs.  7-9. 

179  See  for  instance  the  Lectionary  of  Het'um  II :  L.  Durnovo,  Drevnearmianskaia  miniatiura ,  pi. 
39;  idem,  Miniatures  armeniennes,  p.  129. 
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Description. — Thin,  white  vellum;  305  +  2  folios  measuring  11.5x8.3  cm.; 
written  surface,  7.5  x  4.3  cm.  The  modern  pagination  begins  with  the  third  folio ; 
the  first  two  unnumbered  leaves  and  folios  303-305  are  blank.  Text  in  small  bolor- 
gir  (minuscule)  written  on  a  single  column  of  17  lines.  The  first  three  or  four  lines 
of  the  principal  divisions  are  written  in  gold,  blue,  and  red  uncials;  the  first  line 
of  the  secondary  divisions  and  of  the  canticles  is  in  gold  uncials,  the  next  two  lines 
are  in  blue  and  red  bolorgir.  The  titles  of  the  divisions,  psalms,  and  canticles  are 
in  red  bolorgir.  Anthropomorphic,  zoomorphic,  or  ornate  initials  are  used  at  the 
beginning  of  each  psalm  and  each  canticle ;  the  initials  of  the  verses  are  alternately 
gold  and  blue;  the  nomina  sacra  are  written  in  gold  letters. 

The  quires  of  12  leaves  are  numbered  by  Armenian  letters  written  in  the  lower 
margin,  at  the  beginning  and  at  the  end  of  each  gathering,  but  this  numbering  only 
begins  on  folio  22  with  the  number  three.  The  first  two  gatherings  are  lost  and  have 
been  replaced.  The  writing  of  these  folios  and  the  ornaments  of  the  first  page 
attempt  to  imitate  those  of  the  original  manuscript,  but  they  are  clearly  of  a  much 
later  date  and  by  a  less  skilled  scribe  {fig.  272).  The  text  of  Psalm  16  stops  half- 
way on  folio  21v,  leaving  a  blank  space  between  the  end  of  verse  10,  and  verse  11, 
written  on  folio  22  of  the  original  manuscript. 

Binding. — Leather  on  wooden  boards,  modern;  the  spine  is  partly  torn.  The 
decoration  on  both  covers  consists  of  two  rectangular  bands;  the  outer  one  is 
stamped  with  rosettes,  imitating  carnations,  which  alternate  with  large  fruits ;  the 
inner  one  has  a  rinceau  of  tulips  and  rosettes. 

Condition. — Except  for  the  loss  of  the  two  initial  quires,  the  manuscript  is  in 
a  good  state  of  preservation.  The  margins  have  been  trimmed,  but  no  part  of  the 
decoration  or  of  the  text  is  mutilated. 

History  of  the  manuscript. — There  is  no  colophon  giving  the  date  and  pro- 
venance. The  following  notice  has  been  written  on  folio  278  by  a  different  hand 
from  the  rest  of  the  text.  "I  read  this  Psalter,  I,  Simon,  native  of  Van,  son  of 
Abisoghom,  when  I  was  sixty  years  old,  in  the  year  of  the  Armenians  894  (  =  A.D. 
1445).  Whoever  reads  (this)  let  him  say  'have  mercy'  on  the  writer  and  on  the 
reader.  Amen." 

The  manuscript  dates,  therefore,  before  the  year  1445;  the  style  of  the  minia- 
tures and  the  paleography  show  that  it  cannot  be  much  earlier  and  that  it  should 
be  assigned  to  the  late  14th  century  or  the  beginning  of  the  15th  century.  On  folios 
23v,  24,  and  24v  a  few  sentences  have  been  added  by  later  readers.  On  folio  304v 
there  is  a  seal,  stamped  twice,  with  an  Armenian  monogram  which  I  have  not  been 
able  to  decipher.  The  seal  of  Emmanuel  Segredakis  of  Paris,  who  owned  the 
manuscript  in  the  twenties  of  this  century,  is  stamped  on  folio  303v.  This  Psalter 
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was  published  in  1929  by  G.  Millet  and  the  present  writer.180  It  entered  the  Freer 
Gallery  of  Art  in  1937. 

Contents  and  list  of  illustrations : 
Fols.  l-27v.  Psalms  1-18  (Canon  I)  (fig.  272). 

Fol.  27v.  Passage  of  the  Red  Sea.  The  faces  of  some  of  the  figures  are  partly  effaced  {fig.  257). 
Fols.  28-32.  Canticle  of  Moses  (Exodus  15:  1-19)  and  short  prayer. 
Fols.  32v-62v.  Psalms  19-35  (Canon  2)  (fig.  270). 
Fol.  63.  Moses  (fig.  258). 

Fols.  62v-67v.  Canticle  of  Moses  (Deut.  32:  1-21)  and  short  prayer. 
Fols.  68-102.  Psalms  36-54  (Canon  3). 

Fol.  102 v.  Moses;  inscription  on  the  scroll:   "For  a  fire  is  kindled  in  my  anger"  (Deut.  32:22) 
(fig.  259). 

Fols.  103-108.  Canticle  of  Moses  (Deut.  32:  22-43)  and  prayer. 
Fols.  108v-138v.  Psalms  55-71  (Canon  4). 

Fols.  138r-142.  Canticle  of  Hannah  (I  Sam.  2:  1-10)  and  prayer. 

Fols.  142v-178.  Psalms  72-88  (Canon  5)  (fig.  269). 

Fol.  I78v.  Isaiah  (fig.  260). 

Fols.  1 79-1 80 v.  Canticle  of  Isaiah  (Is.  26:  9-20). 

Fols.  181-211.  Psalms  89-105  (Canon  6). 

Fol.  211  v.  Hezekiah  and  Isaiah  (fig.  261). 

Fols.  21 2-2 13v.  Canticle  of  Hezekiah  (Is.  38:10-20). 

Fols.  214-246.  Psalms  106-118  (Canon  7). 

Fol.246v.  Isaiah  (fig.  262). 

Fols.  247-247v.  Canticle  of  Isaiah  (Is.  42:  10-20). 

Fol.  248.  Jonah  cast  into  the  sea  (fig.  263). 

Fols.  248-249.  Canticle  of  Jonah  (Jonah  2:  3-10). 

Fols.  249v-278.  Psalms  119-147  (Canon  8). 

Fol.  278.  Colophon  dated  1445. 

Fol.278v.  Habakkuk  (fig.  264). 

Fols.  279-281v.  Canticle  of  Habakkuk  (Hab.  3:1-19). 
Fols.  282-284.  Psalms  148-150. 

Fol.284v.  The  Three  Children  in  the  Fiery  Furnace  (fig.  265). 

Fols.  285-288v.  Canticle  of  the  Three  Children  (Daniel  3:  26-88). 

Fols.  289-289v.  Magnificat  (Luke  1:46-55). 

Fols.289v.-291.  Canticle  of  Zacharias  (Luke  1:68-79). 

Fol.  291.  Canticle  of  Simeon  (Luke  2:29-32). 

Fol.291v.  David  slays  Goliath  (fig.  266). 

Fols.  292-292v.  Additional  psalm  151. 

Fol.  293.  KingManasseh  (fig.  267). 

Fols.  292-296.  Prayer  of  Manasseh. 

Fol.296v.  Nerses  Shnorhali  (the  Graceful),  Catholicos  (fig.  268). 

Fols.  297-302v.  Prayer  composed  by  Nerses  for  the  24  hours  of  the  day  (Havatov  Khosiovanim  .  .  .) 
(fig.  271). 

STUDY  OF  THE  ILLUSTRATIONS 
The  composition  of  the  manuscript  follows  the  usual  form  of  Armenian  Psal- 
ters. Psalms  1  to  147  are  divided  into  eight  "canons,"  each  one  of  which  is  in  turn 


180  G.  Millet  and  S.  Der  Nersessian,  "Le  Psautier  armenien  illustre,"  Revue  des  etudes  armeniennes, 
IX  (1929),  pp.  137-181. 
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subdivided  into  seven  sections,  called  gobogha  in  Armenian.  Each  canon  is  fol- 
lowed by  a  canticle  from  the  Old  Testament  and  at  the  end  of  the  first  four 
canticles  there  are  short  prayers  taken  from  the  night  offices.  Psalms  148  to  150 
are  followed  by  the  canticle  of  the  Three  Hebrew  Children,  by  the  three  canticles 
from  the  New  Testament,  by  the  additional  psalm  151,  and  by  the  apocryphal 
prayer  of  Manasseh.  The  Psalter  ends  with  the  prayer  composed  by  the  Catholicos 
Nerses  the  Graceful  for  the  24  hours  of  the  day.181 

The  system  of  illustration  also  conforms  with  the  type  generally  adopted  in 
Armenian  Psalters.  Headpieces  mark  the  beginning  of  each  canon,  and  there  is  a 
marginal  ornament  next  to  the  first  psalm  of  each  gobogha.  Full-page  miniatures 
face  all  the  Old  Testament  canticles  with  the  exception  of  the  canticle  of  Hannah; 
the  New  Testament  canticles  have  not  been  illustrated.  Similar  inconsistencies 
may  also  be  observed  in  illustrated  Psalters  of  a  later  date  where,  occasionally, 
some  of  the  canticles,  though  not  always  the  same  ones,  have  no  accompanying 
miniature.  At  the  beginning  of  the  Psalter  there  must  have  been  a  portrait  of 
David;  this  was  not  repeated  when  the  initial  quires  were  replaced. 

This  method  of  illustration  is  allied  to  that  of  the  "aristocratic"  group  of 
Byzantine  Psalters  where  the  canticles  and  only  occasional  psalms  have  been  illus- 
trated. However,  the  Armenian  Psalters  do  not  have  the  cycle  of  scenes  from  the 
life  of  David,  usually  placed  at  the  beginning  of  these  Byzantine  manuscripts,  or 
any  illustrations  for  the  psalms,  except  the  supplementary  one.  Moreover,  in  many 
Armenian  Psalters,  the  portrait  of  the  author  of  the  canticle  has  been  depicted 
rather  than  the  event  which  had  occasioned  the  canticle.  In  doing  this,  the  minia- 
turists followed  the  example  of  Armenian  illustrated  Bibles  where  the  portraits 
of  the  prophets  and  the  authors  of  other  books  of  the  Old  Testament  are  painted  in 
the  margins,  at  the  beginning  of  these  books.182  This  connection  with  illustrated 
Bibles  is  particularly  apparent  in  one  of  the  earliest  extant  illustrated  Armenian 
Psalters,  a  manuscript  written  in  Cyprus  in  1306  (Jerusalem,  Arm.  Patr.,  No. 
1033).  The  miniatures  which  accompany  the  canticles  are  all  marginal  portraits, 
and  even  the  last  two,  which  might  be  considered  as  exceptions,  come  under  the 
general  category  of  portraits:  on  page  682,  in  the  upper  part  of  the  margin,  we  see 
Simeon  holding  the  infant  Jesus,  and  in  the  lower  part,  the  Three  Hebrews  in  the 
Fiery  Furnace.188 

In  the  Freer  Psalter  full-page  miniatures  take  the  place  of  these  marginal 
drawings  and  the  scenes  are  more  numerous,  but  even  here  the  preference  for  single 

181  See  ibid.,  pp.  141-145,  where  the  incipits  of  the  prayers  placed  after  the  canticles  are  given  and 
where  the  arrangement  of  the  texts  is  compared  with  that  of  earlier  and  later  Psalters. 

182  See  above,  pp.  59-60,  Bibles  written  for  Bishop  John :  Erevan,  Matenadaran,  Nos.  345  and 
4243.  In  a  Bible  written  at  Erzinjan  in  1269  (Jerusalem,  Arm.  Patr.,  No.  1925)  there  are  a  few  scenes 
in  addition  to  the  portraits:  fol.  8v,  Moses  receiving  the  tables  of  the  law;  fol.  241,  Job  and  the  three 
kings;  fol.  414v,  Vision  of  Ezechiel.  Cf.  Tchobanian,  Roseraie,  vol.  II,  pp.  19,  21,  164. 

183  The  other  miniatures  are:  p.  64,  David  (frontispiece)  ;  p.  451,  Isaiah ;  p.  525,  Hezekiah ;  p.  594 
Isaiah;  p.  596,  Jonah  in  the  mouth  of  the  whale;  p.  660,  Habakkuk;  p.  672,  David;  p.  673,  Manasseh; 
p.  677,  Virgin ;  p.  679,  Zacharias. 
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portraits  can  be  seen ;  the  canticle  taken  from  Deuteronomy  ch.  32,  and  which  is 
separated  into  two  parts,  is  accompanied  each  time  by  the  portrait  of  Moses  {figs. 
258,  259)  rather  than  by  the  scene  of  Moses  receiving  the  tables  of  the  law,  or 
giving  it  to  the  people.184  The  miniaturist  has,  however,  attempted  to  relate  the 
image  to  the  text  through  the  addition  of  significant  details.  In  the  miniature 
which  illustrates  Deuteronomy  32 :  22-43,  the  opening  words  of  verse  22  are  written 
on  the  scroll  held  by  Moses  in  his  left  hand :  "For  a  fire  is  kindled  in  my  anger  and 
shall  burn  unto  the  lowest  hell,  and  shall  consume  the  earth  with  her  increase,  and 
set  on  fire  the  foundations  of  the  mountains."  With  his  right  hand,  Moses  points 
to  three  fiery  shafts  which  descend  from  the  sky  on  the  mountains  (fig.  259). 
The  first  canticle  of  Isaiah  begins  with  the  words :  "With  my  soul  have  I  desired 
thee  in  the  night,  yea  with  my  spirit  within  me  will  I  seek  thee  early"  (26:  9). 
Isaiah  praying  in  his  house,  the  interior  being  suggested  by  the  conventional 
buildings  around  him,  raises  his  hand  toward  the  starlit  sky  from  which  descend 
three  blue  shafts  suggestive  of  the  first  rays  of  dawn  (fig.  260).  We  have  here  a 
simpler  and  more  direct  image  than  the  beautiful  composition  of  some  Byzantine 
Psalters  where  Isaiah  stands  between  the  allegorical  figures  of  Night  and  Dawn. 

In  the  Byzantine  Psalters  Habakkuk  raises  his  hands  to  heaven  in  the  gesture  of 
prayer;  sometimes  he  turns  or  crouches  with  fear  in  keeping  with  the  words  he 
uttered:  "O  Lord,  I  have  heard  thy  speech  and  was  afraid"  (3:2);  the  image  of 
Christ  appears  in  the  segment  of  sky.185  Our  miniaturist,  following  the  Armenian 
commentaries,  has  represented  the  crucified  Christ  in  the  segment  of  sky  (fig.  264). 
The  explanation,  which  has  here  been  illustrated,  is  sometimes  included  in  Arme- 
nian Psalters,  where  the  canticle  is  preceded  by  the  sentence:  "When  Habakkuk 
stood  on  the  rocks,  he  saw  the  Lord  on  the  cross,  and  with  fear  and  trembling  he 
recorded  what  was  to  happen."  188 

Manasseh  is  represented  kneeling  inside  a  conical  mound  (fig.  267).  The 
Book  of  Chronicles  relates  briefly  his  captivity:  the  King  of  Assyria  "bound  him 
with  fetters  and  carried  him  to  Babylon.  And  when  he  was  in  affliction  he  besought 
the  Lord  his  God"  who  "heard  his  supplications  and  brought  him  again  to  Jeru- 
salem" (II  Chron.  33:  11-13).  The  majority  of  Byzantine  representations  follow 
this  simpler  account  and  show  Manasseh  standing  in  prayer  or  prostrate.187  The 

184  For  Byzantine  examples,  see  G.  Millet  and  S.  Der  Nersessian,  op.  cit.,  p.  169;  K.  Weitzmann, 
"The  Psalter  Vatopedi  761 — Its  Place  in  the  Aristocratic  Psalter  Recension,"  The  Journal  of  the 
Walters  Art  Gallery,  X(  1947)  ),  pp.  27,  47,  48. 

185  Athens,  National  Library,  No.  15:  A.  Delatte,  Les  manuscrits  a  miniatures  et  a  ornements  des 
bibliotheques  d'Athenes,  Liege,  1926,  pi.  XXXIIb;  M.  Alpatoff,  "A  Byzantine  Illuminated  Manu- 
script of  the  Palaeologue  Epoch  in  Moscow,"  The  Art  Bulletin,  XII  ( 1930),  p.  217,  fig.  8.  In  the  ninth- 
century  Psalters  with  marginal  illustrations,  the  prophet,  standing  full  face,  points  to  the  sun  and  to  the 
head  of  Christ  in  a  roundel:  J.  Tikkanen,  Die  Psalterillustration  im  Mittelalter,  Helsingfors,  1895, 
fig.  17.  In  the  later  copies  in  London  and  Rome  an  icon  of  Christ  replaces  the  roundel. 

188  Venice,  Mekh.  Libr.,  No.  700:  B.  Sarghissian,  Grand  Catalogue,  I.  col.  217.  The  crucified 
Christ  is  also  represented  in  manuscripts  of  a  later  date:  Venice,  Mekh.  Libr.,  No.  1238,  a.d.  1629,  and 
No.  527,  a.d.  1653:  B.  Sarghissian,  op.  cit.,  cols.  235,  298. 

187  Jerusalem,  Greek  Patriarchate,  Taphou  53,  fol.  241v;  British  Museum,  Add.  40731,  fol.  261v; 
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imprisonment  is  mentioned  in  the  apocryphal  accounts.  According  to  the  version 
of  the  Apostolic  Constitutions,  Manasseh,  bound  with  irons,  was  cast  into  prison 
where  his  only  nourishment  was  bread  made  of  bran,  and  water  mixed  with  vinegar. 
When  he  repented  of  his  sins  and  prayed,  the  Lord  sent  down  a  flame  which  melted 
the  fetters.188  In  our  miniature  the  prison  has  been  transformed  into  a  pit,  with  a 
funnel-shaped  projection  showing  the  opening;  the  miniaturist  may  have  devised 
this  form  by  analogy  with  the  familiar  story  of  Saint  Gregory  the  Illuminator  who 
was  cast  into  a  pit  by  King  Trdat.189  Some  Byzantine  miniaturists  have  followed 
the  version  preserved  in  the  Apocalypse  of  Baruch  and  other  Jewish  writings, 
according  to  which  Manasseh  was  put  in  a  brazen  mule,  or  horse,  under  which  a 
fire  was  kindled ;  when  he  called  on  the  Lord  the  brazen  animal  melted  and  he  was 
freed.190 

The  Passage  of  the  Red  Sea  appears  to  have  been  copied  from  a  larger  com- 
position which  has  not  been  properly  adjusted  to  the  small  format  of  the  picture, 
painted  in  the  lower  half  of  the  page  (fig.  257).  It  is  a  simplified  version  of  the 
iconographic  type  depicted  in  a  Ritual  illustrated  by  T'oros  Roslin  in  1266,191 
ultimately  derived  from  Byzantine  art.  In  spite  of  the  fact  that  the  scene  is  dras- 
tically reduced  to  a  small  number  of  figures,  many  of  them  partly  cut  off  by  the 
frame,  the  miniaturist  has  retained  Miriam  standing  next  to  Moses  and  Aaron, 
with  a  tambourine  in  her  hands.  This  is  a  typically  Armenian  detail,  included  in 
the  composition  by  T'oros  Roslin  and  represented  in  a  separate  miniature  in  the 
Lectionary  of  Het'um  II.192 

The  successive  episodes  of  Jonah's  story  had  already  been  carved  on  the  south 
facade  of  the  church  of  Aght'amar  in  the  early  10th  century,  and  they  were  also 
depicted  by  the  Cilician  artists  of  the  13th  century.193  The  simplified  composition 

Mount  Athos,  Pantokrator,  No.  49,  fol.  82v;  Rome,  Vat.  gr.  1927,  fol.  288v;  Vat.  Barberini  gr.  372, 
fol.  261v. 

188  Vigouroux,  Dictionnaire  de  la  Bible;  s.v.  Manasses  (Priere  de),  vol.  IV,  1,  col.  652. 

189  In  the  Psalter  of  a.d.  1306  (Jerusalem,  Arm.  Patr.,  No.  1033,  p.  673)  the  bust  of  Manasseh 
emerges  from  a  mound  in  the  shape  of  a  well.  Exactly  the  same  image  occurs  in  an  Armenian  Lectionary 
in  the  Pierpont  Morgan  Library  in  New  York  (MS.  803,  a.d.  1334,  fol.  97)  as  an  illustration  for  the 
Feast  of  the  Entry  of  St.  Gregory  into  the  Pit. 

190  R.  H.  Charles,  The  Apocrypha  and  Pseudepigrapha  of  the  Old  Testament,  Oxford,  1913,  vol. 
II,  p.  515.  Paris,  gr.  510,  in  H.  Omont,  Miniatures  des  plus  anciens  manuscrits,  pi.  LVII;  Athens,  cod. 
7,  in  P.  Buberl,  Die  Miniaturhandschriften  der  N  ationalbibliothek  in  A  then  (Denkschriften  der  Kaiserl. 
Wiener  Akademie  der  Wissensch.,  Phil.-hist.  KL,  vol.  60,  Abh.  2),  Vienna,  1917,  pi.  XIX,  fig.  48. 

191  Jerusalem,  Arm.  Patr.,  No.  2027;  see  A.  Tchobanian,  Roseraie  d'Armenie,  vol.  II,  p.  48  h.t. 

192  L.  Durnovo,  Drevnearmianskaia  miniatiura,  pi.  36,  fig.  3.  This  miniature  is  on  fol.  15  next  to 
Exodus  15:  1.  The  large  composition  on  fol.  202  (ibid.,  pi.  33)  follows  a  different  iconographic  type 
and  does  not  include  the  figure  of  Miriam.  In  Byzantine  Psalters  with  marginal  illustration,  as  well  as 
in  Paris,  gr.  510,  Miriam  dancing  and  holding  cymbals  faces  the  group  of  Moses  and  the  Israelites.  J. 
Tikkanen,  Die  Psalterillustration,  pp.  18-19;  Omont,  Miniatures  des  plus  anciens  manuscrits,  pi.  XLII. 

193  w  Bachmann,  Kirchen  und  Moscheen,  pi.  35.  In  the  Ritual  illustrated  by  T'oros  Roslin 
(Jerusalem,  Arm.  Patr.,  No.  2027)  two  scenes  are  grouped  on  fol.  lv:  Jonah  and  the  people  of 
Nineveh;  Jonah  cast  into  the  sea.  In  the  Lectionary  of  Het'um  II  (Erevan,  Matenadaran,  No.  979) 
there  are  four  separate  miniatures:  Fol.  200,  Jonah  cast  into  the  sea;  fol.  200v,  Jonah  rejected  by  the 
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of  the  Freer  Psalter  shows  the  moment  when  Jonah  is  cast  into  the  sea  (fig.  263)  ; 
as  in  some  Cilician  miniatures  he  is  fully  clad  and  he  is  "lowered"  into  the  mouth 
of  the  whale  by  one  of  the  boatmen  who  still  grasps  Jonah's  hand.194  The  scene  of 
the  Three  Hebrew  Children  also  follows  the  Medieval  type:  the  young  men  stand 
in  the  furnace  protected  by  the  angel  (fig.  265). 195  In  earlier  Armenian  representa- 
tions, for  instance  at  Aght'amar,  the  furnace  had  not  been  depicted ;  in  a  still  older 
example,  a  carving  on  the  base  of  a  stele,  the  angel  stands  next  to  the  young  men,  in 
a  composition  which  closely  follows  the  Biblical  text.196  For  Nebuchadnezzar  was 
astonished  when,  instead  of  the  three  men,  he  saw  "four  men  loose,  walking  in  the 
midst  of  the  fire"  (Daniel  3:  25). 

No  earlier  Armenian  examples  of  the  two  other  scenes  of  the  Psalter  are 
known  to  date.  At  Aght'amar  the  fight  between  David  and  Goliath  had  been 
represented  but  not  the  beheading.  The  composition  of  our  manuscript  is  again  very 
simple;  it  is  reduced  to  the  two  protagonists  without  the  companies  of  soldiers  on 
either  side  (fig.  266).  Goliath  has  fallen  on  his  back,  as  in  some  Early  Christian 
and  Byzantine  examples,  but  the  composition  has  been  centralized  and  David, 
instead  of  being  next  to  Goliath  on  the  same  picture  plane,  stands  at  the  back 
between  two  towering  mountains.197 

The  illustration  of  the  canticle  of  Hezekiah  combines  the  portrait  type  of  the 
author  holding  an  open  scroll,  used  for  some  of  the  canticles  and  in  Armenian 
Bibles,  with  the  Byzantine  formula  of  Isaiah  standing  at  the  foot  of  the  bed  on 
which  the  sick  king  is  reclining  (fig.  261).  The  simple  image  of  the  prophet  fore- 
telling Hezekiah's  recovery  had  been  painted  at  Santa  Maria  Antiqua,  in  the 
Homilies  of  Gregory  of  Nazianzus,  Paris  gr.  510; 198  our  miniaturist  has  included 
the  miraculous  sign,  the  token  of  the  fulfillment  of  God's  promise.  The  royal 
palace,  a  succession  of  conventional  rectangular  buildings,  fills  the  background  of 
the  miniature,  and  a  staircase  with  ten  steps  leads  to  the  upper  story  of  the  edifice 
on  the  right.  In  the  Armenian  version  of  the  Bible,  based  on  the  Greek  text,  Isaiah's 
words:  "Behold,  I  will  bring  again  the  shadow  of  the  degrees,  which  is  gone  down 
in  the  sun  dial  of  Ahaz,  ten  degrees  backward,"  are  translated  as  follows.  "Behold, 
I  shall  bring  back  the  shadow  of  the  degrees  on  which  the  sun  has  descended,  by 

whale;  folio  201r  and  v,  Jonah  seated  under  the  gourd  tree.  Two  of  these  are  reproduced  by  L.  Durnovo, 
Miniatures  armeniennes,  pp.  136-137. 

184  Jerusalem,  Arm.  Patr.,  No.  2027,  fol.  lv;  Lectionary  of  Het'um  II,  Erevan,  Matenadaran, 
No.  979;  see  L.  Durnovo,  Miniatures  armeniennes,  p.  137. 

195  Jerusalem,  Arm.  Patr.,  No.  1033,  p.  682;  ibid.,  No.  2027:  A.  Tchobanian,  op.  cit.,  p.  176  h.t. 
Erevan,  Matenadaran,  No.  979:  L.  Durnovo,  Miniatures  armeniennes,  p.  135. 

196  S.  Der  Nersessian,  Armenia  and  the  Byzantine  Empire,  pi.  XI.  1 ;  B.  Arak'elian,  Siuzhetn'ie, 
rel'efi  Armenii,  p.  50,  fig.  20. 

197  K.  Weitzmann,  op.  cit.,  Journal  of  the  Walters  Art  Gallery,  X  (1947),  fig.  7.  The  simpler 
version  also  occurs  in  the  ninth-century  manuscript  of  the  Sacra  Parallela,  Paris,  gr.  923,  although 
Goliath  is  kneeling  here  rather  than  fallen  on  his  back  (ibid.,  fig.  26).  Goliath  fallen  on  his  back,  but 
with  the  attendant  companies  of  soldiers,  may  be  seen  in  the  Early  Christian  period,  on  one  of  the  silver 
plates  from  Cyprus  (ibid.,  fig.  24),  and  at  Bawit:  J.  Cledat,  "Le  monastere  et  la  necropole  de  Baouit," 
Memoires  de  I'Institut  Francois  d'archeologie  orientate  du  Caire,  XII  (1904),  pi.  XIX. 

198  H.  Buchthal,  The  Miniatures  of  the  Paris  Psalter,  London,  1938,  figs.  82,  88. 
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ten  degrees  of  thy  house"  (38 :8) .  The  word  used  for  degrees  also  means  steps,  and 
that  is  the  way  in  which  the  miniaturist  has  interpreted  this  passage,  clearly  indi- 
cating the  shadow  under  each  one  of  the  ten  steps.  The  same  interpretation  already 
occurs  in  the  beautiful  composition  of  the  10th-century  Byzantine  Psalter,  Paris 
gr.  139.199  Here  the  sun,  depicted  to  the  right  of  the  palace,  casts  a  shadow  on  the 
stairs  leading  to  the  monumental  gate,  but  there  are  only  four  steps  while  the  Arme- 
nian miniaturist  has  taken  pains  to  include  the  ten  degrees  (or  steps)  mentioned  in 
the  text. 

The  above  comparisons  show  the  Byzantine  derivations  of  some  of  the  composi- 
tions, but  in  each  instance  we  find  significant  differences,  a  readaptation  in  con- 
formity with  Armenian  textual  interpretations,  as  in  the  case  of  the  illustration  of 
Habakkuk's  canticle;  or  the  introduction  of  a  typically  Armenian  detail  like  the 
tambourine  held  by  Miriam  in  the  Passage  of  the  Red  Sea. 

We  do  not  have  a  sufficient  number  of  extant  manuscripts  to  trace  the  develop- 
ment of  Armenian  Psalter  illustration.  The  evidence  available  so  far  seems  to 
indicate  that  at  first  author  portraits  were  almost  exclusively  used  for  the  canticles, 
following  the  example  of  the  illustrated  Bibles;  gradually  scenes  were  substituted 
for  some  of  the  portraits.  A  few  of  these  had  already  been  represented  on  ancient 
Armenian  monuments,  for  instance,  the  story  of  Jonah,  or  the  Three  Hebrew 
Children;  another,  the  Passage  of  the  Red  Sea,  occurs  in  manuscripts  which  in- 
clude readings  from  the  Old  Testament.  While  the  Armenian  Bibles  of  the 
medieval  period  are  primarily  illustrated  by  means  of  the  portraits  of  the  authors 
and  only  occasionally  with  the  events  that  are  narrated,  other  manuscripts  which 
contain  excerpts  from  the  Old  Testament  have  narrative  compositions.  The  Lec- 
tionary  written  for  Het'um  II  is  an  outstanding  example  of  this  type  of  illustration, 
and  it  is  probable  that  if  other,  similar,  manuscripts  had  survived  we  would  have 
found  more  numerous  Armenian  examples  for  comparison. 

Between  the  Freer  Psalter  and  the  Byzantine  models  there  must  have  been 
Cilician  intermediaries,  and  the  connections  with  the  latter  are  more  marked  than 
those  with  the  Greek  prototypes.  The  iconographic  similarities,  already  mentioned, 
are  corroborated  and  strengthened  by  stylistic  affinities.  A  comparison  of  the 
portraits  of  the  prophets  with  those  depicted  in  the  manuscripts  in  the  Freer  Gal- 
lery, Nos.  32.18  and  56.11,  will  show  at  the  same  time  the  dependence  on  these  13th 
century  miniatures  and  the  changes  which  have  taken  place  in  the  course  of  time. 
The  figures  of  Isaiah  in  the  Psalter  and  in  Codex  No.  56.1 1  are  very  similar  to  one 
another  {figs.  260,  213,  230)  ;  we  have  the  same  iconographic  type,  an  aged  man 
with  pointed  beard  and  long  hair,  one  lock  of  which  falls  in  front  of  the  right 
shoulder;  the  draperies  are  arranged  in  similar  fashion,  except  that  the  mantle  is 
brought  forward  by  the  left  hand  in  the  13th-century  miniature,  but  the  end  falls 
in  a  slightly  diagonal  line  just  below  the  waist  as  in  the  Psalter;  the  bulge  of  the 
left  knee  is  marked  in  both  images  and  the  folds  between  the  legs  join  at  the  hem 
of  the  tunic  forming  an  acute  angle.  However,  the  posture  is  much  more  unstable 
in  the  Psalter,  the  contours  of  the  figure  and  of  the  folds  are  more  sharply  outlined, 
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there  are  fewer  transitions  in  the  modeling,  and  the  drawing  is,  in  general,  less 
delicate.  The  coloring  is  also  less  subtle;  there  is  a  greater  predominance 
of  bright  reds. 

The  portrait  of  Saint  Nerses  follows  the  iconographic  type  generally  adopted 
for  all  bishops  {fig.  268)  ;  the  comparison  with  the  portrait  of  Saint  Sahak  depicted 
in  the  Lectionary  of  Het'um  II  again  displays  the  stylistic  differences  noted 
above.200  The  same  observation  can  be  made  in  regard  to  the  architectural  and  land- 
scape elements.  The  former  are  simplified  versions  of  the  buildings  placed  behind 
the  Evangelists  in  Cilician  Gospels,  and  the  mountains  show  a  more  regular,  almost 
geometric,  treatment  of  the  rugged  hills  painted  in  these  same  manuscripts.  This 
transformation  had  already  begun  in  the  13th  century  as  can  be  seen  from  the  repre- 
sentations in  Codex  No.  56.11,  but  it  has  been  carried  even  farther  in  the  Psalter 
where  all  resemblance  with  natural  forms  is  lost. 

The  decorative  designs  show  the  same  type  of  imitation  of  Cilician  models. 
The  narrow  headpieces  and  the  marginal  ornaments  are  simpler  versions  of  the 
foliate  combinations  used  in  the  preceding  centuries  {figs.  269-271).  As  is  so  often 
the  case  in  Armenian  illumination,  these  ornaments  are  more  skillfully  executed 
than  the  figure  representations  and  they  are  closer  to  the  models  that  have  been 
imitated.  However,  certain  details  betray  the  hand  of  a  later  artist,  in  particular 
the  large  half-leaves  with  radiating  veins  carefully  drawn  like  the  scallop  edges  of 
a  shell.  The  ornate  initials  are  also  well  designed,  and  we  have  a  variety  of 
zoomorphic  letters  which  combine  two  or  three  animals  {fig.  270),  as  well  as 
letters  composed  by  a  human  figure  and  an  animal.  Some  of  these,  for  instance  the 
man  who  raises  a  knife  in  his  right  hand  and  is  about  to  kill  a  serpent  coiled  around 
him  {fig.  269),  or  the  man  holding  a  bird  {fig.  271)  repeat  the  types  used  in 
Codex  56. 1  1. 201 

The  Freer  Psalter  is  a  good  example  of  the  survival  and  imitation  of  Cilician 
art  in  the  late  14th  and  early  15th  centuries.  Although  it  does  not  have  the  artistic 
quality  of  its  models,  it  is  nevertheless  a  fine  representative  of  its  period.  It  is 
particularly  important  as  one  of  the  earliest  among  extant  illustrated  Armenian 
Psalters. 


200  Tchobanian,  Roseraie,  vol.  Ill,  p.  100  h.t.  (wrong  caption). 

201  See  above,  p.  72,  figs.  184,  187. 
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Description. — Thin  white  vellum;  437  +  3  folios  measuring  11.7x8  cm.; 
written  surface,  8x5  cm.  Text  is  small,  regular  bolorgir  (minuscule)  in  black  ink, 
written  on  a  single  column  of  20  lines;  the  musical  notations  are  also  in  black  ink. 
On  the  first  page  of  the  principal  divisions  the  first  line  is  in  zoomorphic  letters, 
the  second  in  gold  erkat'agir  (uncial),  the  third  usually  in  black  erkat'agir,  and 
the  remaining  lines  are  in  gold,  red,  and  black  bolorgir.  The  titles  of  the  smaller 
divisions  are  in  red  bolorgir  and  the  first  two  lines  in  gold  and  red  bolorgir;  floral 
or  zoomorphic  letters  are  used  for  the  initials  of  these  sections,  the  other  initials  are 
in  gold.  The  quires,  of  12  leaves  each,  are  numbered  at  the  beginning  and  at  the  end. 

The  flyleaf  at  the  end  of  the  manuscript  is  cut  off  from  a  large  page  of  a  Gospel 
written  in  upright,  angular  erkat'agir.  The  marginal  ornament,  which  consists  of 
a  simple  floral  motif  framing  the  pericope  number,  is  in  the  style  of  the  manuscripts 
illuminated  in  Great  Armenia  in  the  13th  century.  On  the  paper  leaf,  pasted  to  the 
flyleaf,  there  is  an  illegible  inscription  in  notrgir. 

Binding. — Leather  over  boards,  blind  tooled  with  simple  geometric  ornaments 
on  both  covers  and  an  interlace  on  the  flap.  Two  short  tapes  are  attached  to  the  end 
cover  by  means  of  metal  plates  and  there  are  two  metal  studs  on  the  front  cover. 

History  of  the  manuscript.202 — The  principal  colophon  (fols.  435v-437)  in- 
forms us  that  this  Hymnal  was  commissioned  by  the  cleric  Markos  as  a  memorial 
for  himself  and  the  members  of  his  family.  It  was  written  in  the  year  1652  of  Our 
Lord  and  the  year  1100  of  the  Armenian  era  (  =A.D.  1651),  during  the  prelacy  of 
the  Catholicos  P'ilippos  at  Etchmiadzin  and  the  reign  of  Shah  Abbas  II,  and  while 
Khatchatur  was  the  bishop  of  the  canton  of  Goght'n,  residing  at  Agulis.  The 
owner's  name  is  also  recalled  in  several  notices  of  varying  length  (fols.  66,  114v, 
137v,  154,  167,  210,  225,  273 v,  282,  424v),  and  it  is  written  on  the  frame  of  two 
miniatures  (fols.  66v,  282v).  The  scribe  does  not  give  his  name,  but  that  of  the 
painter,  who  may  also  have  copied  the  manuscript,  is  written  on  the  lower  frame  of 
the  miniature  of  folio  167v:  "Remember  the  painter  Hayrapet." 

The  place  of  the  copy,  though  not  mentioned,  must  have  been  the  monastery 
of  St.  Thomas  at  Agulis,  since  the  bishop  of  that  city  and  the  church  of  St.  Thomas 
are  specifically  recalled  in  the  principal  colophon.  The  canton  of  Goght'n  is  in 
the  province  of  Siunik',  in  the  northeastern  part  of  Great  Armenia.  During  the 
17th  century  it  was  under  Persian  rule  and  the  principal  city  of  Goght'n,  Agulis, 
was  a  fairly  prosperous  commercial  center.203  Ever  since  the  14th  century  there  had 

202  See  Appendix,  pp.  1 1 1-1 13. 

203  E.  Lalayan,  "Goght'an  Gavar"  (in  Armenian),  Azgagrakan  Handes,  XI  (1904),  pp.  256-310, 
and  XII  (1904),  pp.  155-173. 
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been  a  scriptorium  at  Agulis  and  a  number  of  manuscripts  that  were  written  there 
at  that  time  and  in  later  centuries,  specially  in  the  15th  century,  are  known.204 

There  are  no  colophons  indicating  to  whom  the  manuscript  had  belonged  after 
1652.  The  Hymnal  entered  the  Freer  Gallery  of  Art  in  1937. 

Arrangement  of  the  Hymnal. — The  text  is  divided,  as  usual,  into  canons  proper 
to  the  days  of  the  liturgical  year,  and  the  order  of  these  canons  and  hymns  is,  on  the 
whole,  the  same  as  that  of  the  first  edition  of  the  Hymnal  printed  at  Amsterdam  in 
1664.205  This  order  can  be  conveniently  seen  in  the  detailed  analysis  of  a  Hymnal  of 
the  British  Museum,  Add.  8999,  given  by  F.  C.  Conybeare  in  his  Catalogue;  there- 
fore, only  the  variations  are  noted  here.208  The  following  canons  and  hymns  have 
been  moved  to  the  end  of  our  manuscript:  No.  24,  canon  of  St.  Sargis  (fol.  428)  ; 
No.  100.  vi,  hymn  of  St.  Nicholas,  patriarch  (fol.  422)  ;  Nos.  100.  xiv  and  xv, 
hymns  sung  for  donning  the  Vesture  and  Censing  the  Sacrifice  (fols.  423  and  424)  ; 
No.  100.  xvi,  hymn  of  the  Seven  Grass-eaters  (fol.  425)  ;  No.  100.  xxi,  hymn  of  Sts. 
Minas,  Hermogenes,  and  Grabos  (fol.  430).  No.  21 B,  the  additional  hymn  on  the 
Twelve  Apostles,  and  No.  27B,  the  hymn  of  St.  Cyril  of  Jerusalem  on  the  second 
Saturday  are  lacking  in  the  Freer  manuscript. 

List  of  illustrations : 
Fol.  lv.  Prayer  of  Joachim  and  Anne  {fig.  273). 

Fol.  2.  Headpiece  of  the  Canon  of  the  Birth  of  the  Virgin  (fig.  274). 
Fol.  8v.  Virgin;  Canon  of  the  Annunciation  (fig.  275). 
Fol.  13v.  Annunciation  (fig.  276). 

Fol.  14.  Ornate  band,  headpiece  of  the  Canon  of  the  Theophany  of  the  Lucernarum  or  the  Lighting  of 
Lamps. 

Fol.  16.  Adoration  of  the  Magi;  headpiece  for  the  first  day  of  Theophany  or  Nativity  (fig.  277). 
Fol.  32v.  Segment  of  sky  with  rays,  hand  of  God,  and  the  dove  of  the  Holy  Ghost  descending  from 
heaven :  detail  of  the  composition  of  the  Baptism ;  Canon  of  the  eighth  day  of  Theophany  (fig.  278) . 
Fol.  35v.  Virgin,  in  bust;  Magnificat  of  the  Resurrection  of  our  Lord  (fig.  279). 
Fol.  41.  Presentation  of  Christ;  headpiece  of  the  Canon  of  the  Presentation  (fig.  280). 
Fol.  44.  St.  Anthony,  hermit  (fig.  281). 
Fol.  46.  Theodosius,  emperor  (fig.  282). 
Fol.48v.  David  enthroned  (fig.  283). 
Fol.  50v.  Stoning  of  St.  Stephen,  protomartyr  (fig.  284). 
Fol.  53v.  St.  Peter  and  St.  Paul  (fig.  285). 
Fol.  64.  Jonah  in  the  mouth  of  the  whale  (fig.  286). 

Fol.  66v.  Adam  and  Eve  tasting  of  the  forbidden  fruit.   Inscription  on  the  lower  band  of  the  frame: 

"the  owner  of  this  book,  Ter  Markos"  (fig.  287). 
Fol.  67.  Headpiece  of  the  Canon  of  Shrove  Tuesday  (fig.  288). 
Fol.  67v.  The  good  robber;  hymn  for  Shrove  Tuesday  (fig.  289). 

Fol.  82v.  The  Good  Shepherd;  Canon  of  the  third  Sunday  of  the  Salt  and  Bread  Fast  (fig.  290). 
Fol.  103.  Forty  Martyrs  of  Sebastia  (fig.  291). 

204  Lalayan,  op.  cit.,  XII  (1904),  pp.  155-173;  L.  Khatchikian,  Pamiatnie  zapisi  armianskikh 
rukopisei  XIV  veka  (in  Armenian,  with  Russian  title),  Erevan,  1950,  pp.  516-517;  idem,  Pamiatnye 
.  ...  XV  veka,  Erevan,  1955-58,  vol.  I,  pp.  337,  423,  604. 

206  Nerses  Ter-Mikaelian,  Das  armenische  Hymnarium.  Studien  zu  zeiner  geschichtliche  Ent- 
wicklung,  Leipzig,  1905. 

206  Fred  C.  Conybeare,  A  Catalogue  of  the  Armenian  Manuscripts  in  the  British  Museum,  London, 
1913,  pp.  96-104. 
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Fol.  123v.  A  nimbed  figure  kneeling,  hands  raised  to  the  segment  of  sky  from  which  descends  the  dove 
of  the  Holy  Ghost;  Canon  of  the  sixth  Sunday  of  the  Salt  and  Bread  Fast  {fig.  292). 

Fol.  132v.  Raising  of  Lazarus;  headpiece  of  the  Canon  of  the  Raising  of  Lazarus  {fig.  293). 

Fol.  135.  Three  children,  one  of  them  climbing  on  a  palm  tree;  Canon  of  the  Entry  of  Christ  into 
Jerusalem  {fig.  294). 

Fol.  138.  Entry  into  Jerusalem;  headpiece  of  the  Canon  for  Palm  Sunday  {fig.  295). 

Fol.  142v.  Five  Wise  Virgins;  Canon  of  the  Tuesday  of  Holy  Week  {fig.  296). 

Fol.  150.  Betrayal;  the  end  of  the  Canon  of  Maundy  Thursday  {fig.  297). 

Fol.  154v.  Crucifixion;  frontispiece  of  the  canticle  by  Nerses  the  Graceful  for  Good  Friday  {fig.  300). 
Fol.  167v.  Resurrection.  Inscription  on  the  lower  band  of  the  frame:  "Remember  the  painter  Hayrapet" 
{fig.  298). 

Fol.  168.  Headpiece  of  the  Canon  of  Easter  Sunday  {fig.  299). 

Fol.  I75v.  Head  of  John  the  Baptist  on  a  platter  {fig.  303). 

Fol.  210v.  Ascension;  headpiece  of  the  Canon  of  the  Ascension  {fig.  301). 

Fol.225v.  Descent  of  the  Holy  Ghost  {fig.  302). 

Fol.  226.  Ornate  band,  headpiece  of  the  Canon  of  Pentecost. 

Fol.  238.  Dove  of  the  Holy  Ghost;  Canon  of  the  seventh  day  of  Pentecost  {fig.  304). 
Fol. 240.  John  the  Baptist;  Canon  of  the  Birth  of  John  the  Baptist  {fig.  305). 
Fol.  247.  St.  Gregory  the  Illuminator,  in  bust  {fig.  306). 

Fol.  250.  A  bishop;  Canon  of  the  sons  and  grandsons  of  Gregory  the  Illuminator  {fig.  307). 
Fol.  252.  St.  Nerses  the  Great,  Catholicos  of  Armenia,  in  bust  {fig.  308). 
Fol.  255.  St.  Hrip'sime,  in  bust  {fig.  312). 

Fol.  264v.  Transfiguration;  headpiece  of  the  Canon  of  the  Transfiguration  {fig.  309). 

Fol.  274.  Dormition  of  the  Virgin;  headpiece  of  the  Canon  of  the  Passing  of  the  Theotokos  {fig.  310). 

Fol.  282v.  Christ  in  glory  on  the  cross,  and  four  trumpeting  angels.  Inscription  around  the  mandorla: 

"O  orders  or  vardapets  (monks)  of  priests  and    .  .  ." ;  on  the  frame:   "Children  of  the  holy 

church,  remember  in  Christ  the  cleric  Markos"  {fig.  311). 
Fol.  283.  Ornate  band,  headpiece  of  the  Canon  of  the  Eve  of  the  Holy  Cross. 
Fol.  306.  St.  Mesrob  vardapet,  in  bust  {fig.  313). 
Fol.  308.  St.  James  of  Nisibis  {fig.  314). 
Fol.  310v.  Massacre  of  the  Innocents  {fig.  315). 

Fol.  312v.  Angel ;  Canon  of  the  archangels  Michael  and  Gabriel  and  of  all  the  Heavenly  Host  {fig.  316). 

Fol.  315.  Holy  Church  Fathers,  in  bust  {fig.  317). 

Fol.  323v.  Two  deers ;  Canon  of  Saint  Suk'ias  and  his  followers. 

STUDY  OF  THE  ILLUSTRATIONS 

The  system  of  decoration  follows  the  plan  generally  adopted  in  Armenian 
Hymnals:  full-page  miniatures  or  scenes,  painted  in  the  headpieces,  accompany 
the  principal  divisions  of  the  book  which  correspond  to  the  major  feasts  of  the 
church;  marginal  miniatures,  primarily  portraits  of  saints,  are  placed  next  to  the 
secondary  divisions. 

The  Christological  cycle  has  been  enlarged  through  the  addition  of  other 
scenes  necessitated  by  the  text.  The  first  hymn  celebrates  the  birth  of  the  Virgin 
and  the  frontispiece  depicts  the  Prayer  of  Anne  {fig.  273).  The  Byzantine  repre- 
sentations, following  the  apocryphal  story  of  the  Protoevangelium  of  James,  show 
Anne  in  prayer,  next  to  a  tree,  gazing  at  the  nest  of  swallows  and  at  the  angel 
who  tells  her  that  her  prayer  had  been  heard  by  the  Lord  and  that  she  will  conceive. 

The  published  text  of  the  Armenian  Gospel  of  the  Infancy  of  Jesus,  based  on 
manuscripts  in  the  Mekhitharist  Library  in  Venice,  begins  with  Joachim's  retire- 
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ment  to  the  desert  and  continues  with  the  apparition  of  the  angel  to  Joachim  and 
to  Anne,  without  mentioning  her  prayer.  But  this  passage  certainly  existed  in  other 
copies,  for  it  is  included  in  accounts  of  the  infancy  of  the  Virgin  and  texts  relating 
to  Joachim  and  Anne  which  are  to  be  found  in  the  collections  of  selected  homilies 
and  of  other  writings  called  Charentir.20'  These  accounts  closely  follow  that  of  the 
Protoevangelium  according  to  which  Joachim  was  still  in  the  desert  when  the  angel 
appeared  to  Anne,  but  since  the  hymn  commemorates  both  parents,  Joachim  is 
represented  standing  next  to  Anne.  This  is  the  normal  iconographic  type  of  Ar- 
menian Hymnals;  sometimes  Joachim  stands  in  the  doorway  of  the  house  and 
watches  Anne;  in  a  few  instances  the  meeting  at  the  golden  gate  replaces  the 
prayer  of  Anne.208 

The  hymn  sung  on  Shrove  Tuesday  recalls  the  joys  of  paradise  before  the  Fall 
and  expresses  the  hope  that  man  may  again  inherit  heaven.  The  accompanying 
miniature  represents  the  Fall  but  instead  of  the  usual  image  of  Adam  and  Eve 
standing  on  either  side  of  the  tree  and  tasting  the  fruit  of  the  forbidden  tree,  Adam, 
seen  from  the  back,  is  seated  as  he  receives  the  fruit  which  Eve  hands  to  him;  the 
serpent,  coiled  around  the  tree,  terminates  in  a  human  bust  (fig.  287).  An  identical 
composition,  placed  in  a  landscape  which  attempts  to  create  scenery  extending  into 
the  far  distance,  occurs  in  several  Bibles  of  the  17th  century,  most  of  which  were 
illustrated  at  New  Julfa,  a  suburb  of  Ispahan,  where  the  Armenians  had  been 
settled  by  Shah  Abbas  I  after  their  forced  exodus  from  their  homeland.  In  these 
Bibles  the  Fall  is  part  of  an  Old  Testament  cycle,  developed  on  three  pages,  which 
begins  with  the  Creation  and  continues  with  selected  episodes  from  the  lives  of 
Abraham,  Jacob,  and  Moses  until  the  destruction  of  Jericho.209  Single  compositions 
from  this  cycle,  as  well  as  from  other  miniatures  in  these  Bibles,  were  taken  over 
by  the  illustrators  of  Psalters  and  Hymnals;  for  instance,  the  image  of  the  Fall 
may  be  seen  in  a  Psalter  of  the  year  1629  210  and  in  a  Hymnal  of  the  Armenian 
Patriarchate  of  Jerusalem,  No.  3433  (fol.  48)  ;  scenes  from  the  life  of  David  occur 
in  the  Psalter,  No.  591  of  the  Chester  Beatty  Library.211 

All  these  miniatures,  with  figures  often  seen  from  the  rear  and  groups  placed 
on  different  picture  planes  in  a  landscape  setting,  are  manifestly  derived  from  a 
European  model.  The  ultimate  prototype  can  be  recognized  in  a  Latin  Bible  pub- 
lished at  Mainz  in  1609  and  richly  illustrated  with  engravings  by  J.  Theodore  de 

207  Apocryphal  Books  of  the  New  Testament  (in  Armenian),  Venice,  1898,  pp.  238-239,  251-252, 
265.  For  an  English  translation  of  the  Infancy  Gospel,  see  Fred  C.  Conybeare,  "Protoevangelium 
Iacobi,"  American  Journal  of  Theology,  I  (1897),  pp.  424-442. 

208  y,  Macler,  Miniatures  armeniennes,  pi.  XXIX,  fig.  65.  S.  Der  Nersessian,  The  Chester  Beatty 
Library,  pp.  135,  142. 

209  Jerusalem,  Arm.  Patr.,  No.  1934,  a.d.  1643-46;  Venice,  Mekh.  Libr.,  No.  623,  a.d.  1648 
(Pazmaveb,  1935,  fasc.  9-12,  figs.  40,  41).  Judging  from  the  descriptions,  the  same  compositions  also 
occur  in  the  Bible  No.  229  of  Venice,  dated  1655 :  B.  Sarghissian,  Grand  Catalogue,  I,  col.  43,  and  in  a 
Bible  at  Philippopolis  dated  1661:  H.  Oskian,  "Catalogue  of  the  Armenian  Manuscripts  in  Bulgaria" 
(in  Armenian),  Handes  Amsorya,  LI  (1937),  cols.  570-573. 

210  Venice,  Mekh.  Libr.,  No.  1238:  B.  Sarghissian,  op.  cit.,  col.  231. 

211  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pp.  130-133,  pi.  55a-c,  f. 
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Bry; 212  the  image  of  the  Fall  of  our  Hymnal  goes  back  to  this  model  through  the 
intermediary  of  the  Armenian  Bibles  mentioned  above. 

In  several  Hymnals  of  the  late  1 5th  and  16th  centuries  the  intrusion  of  Western 
iconographic  themes  can  also  be  seen  in  the  miniatures  which  represent  the  Assump- 
tion of  the  Virgin.213  In  our  manuscript,  however,  the  artist  has  retained  the 
Byzantine  theme  of  the  Dormition  which  appears  in  Armenian  monumental  art 
and  book  illumination  of  the  13th  century.214  and  continued  to  be  represented  in 
Gospels  as  well  as  in  Hymnals.  The  composition  is  a  simplified  version  of  the 
traditional  type,218  with  the  groups  of  apostles  and  two  bishops  on  either  side  of  the 
bed  on  which  the  Virgin  is  lying,  but  without  the  angels  who  usually  accompany 
Christ,  or  the  Jew,  Jephonias,  whose  hands  were  cut  off  by  an  archangel  when  he 
dared  to  touch  the  couch  (fig.  310). 

The  frontispiece  for  the  Canon  of  the  Feast  of  the  Holy  Ghost  is  a  typically 
Armenian  composition.  The  half-length  figure  of  Christ,  enclosed  in  a  medallion 
and  surrounded  by  four  trumpeting  angels,  appears  at  the  intersection  of  the  arms 
of  an  ornate  cross  raised  on  a  stepped  pedestal  (fig.  311).  Beginning  with  the  1 5th 
century,  the  image  of  Christ  in  glory  on  the  cross  is  frequently  included  in  the  cycle 
of  Gospel  scenes,  facing  the  Last  Judgment,  and  it  also  occurs  in  several  Hymnals  of 
the  16th  and  17th  centuries.216  This  theme  is  a  development  of  the  marginal  minia- 
tures of  the  Cilician  manuscripts  representing  the  second  coming  of  Christ.  In  one 
of  the  examples  discussed  above  the  artist  had  concentrated  on  the  signs  which 
preceded  His  coming:  the  darkened  sun  and  moon,  and  the  stars  falling  from 
heaven;  other  miniaturists  had  represented  the  throne  and  the  cross  in  a  mandorla 
borne  by  angels.217  From  the  1 5th  century  on,  the  compositions  are  more  closely 
connected  with  Matthew  24:  30-31,  "And  then  shall  appear  the  sign  of  the  Son  of 
man  in  heaven  .  .  .  and  they  shall  see  the  Son  of  man  coming  in  the  clouds  of 
heaven  with  power  and  great  glory.  And  he  shall  send  his  angels  with  a  great 
sound  of  a  trumpet,  and  they  shall  gather  together  his  elect  from  the  four  winds, 
from  one  end  of  heaven  to  the  other."  The  image  of  Christ  therefore  appears  on 

212  Biblia  Sacra  Vulgatae  editionis  .  .  .  Nunc  autem  CXXXX  figuris  noviter  inventis  et  in  aes 
incisis  illustrata  a  de  Bry  .  .  .  ,  Moguntiae  apud  Io.  Albinum  impensis  Ioannis  Theobaldi  Schonwetteri 
et  Iacobi  Fischeri,  1609.  There  is  a  copy  of  this  Bible  at  the  Library  of  Congress. 

213  Macler,  Miniatures  armeniennes,  pi.  LI,  fig.  131,  Jerusalem,  Arm.  Patr.,  Hymnals,  Nos.  1649 
(a.d.  1618),  1663  (a.d.  1601),  and  2359  (a.d.  1592). 

214  Ani,  Church  of  St.  Gregory  erected  by  Tigran  Honents  in  1215:  J.  Strzygowski,  Die  Baukunst 
der  Armenier  und  Europa,  Vienna,  1918,  p.  301,  fig.  339;  Erevan,  Matenadaran,  No.  2743, 
"T'argmantchats"  Gospel,  a.d.  1232:  L.  Durnovo,  Miniatures  armeniennes,  p.  93.  Fragmentary 
remains  of  the  paintings  of  Aght'amar  suggest  that  the  Dormition  had  already  been  represented  in  this 
church. 

215  L.  Wratislaw-Mitrovic  and  N.  Okunev,  "La  Dormition  de  la  Sainte  Vierge  dans  la  peinture 
medievale  orthodoxe,"  Byzantinoslavica,  III  (1931),  pp.  134-174. 

216  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pp.  XXXIII,  XXXIV,  XXXVIII,  59,  61,  88, 
95-97,  136,  140  n.  4,  and  pis.  51a,  54a;  F.  Macler,  Miniatures  armeniennes,  pi.  XXXI,  fig.  74. 
Jerusalem,  Arm.  Patr.,  Nos.  1230,  1460,  and  1649. 

217  See  above,  pp.  32-33. 
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the  cross,  the  "sign  of  the  Son  of  man,"  and  it  is  accompanied  by  the  trumpeting 
angels  turned  to  the  four  corners  of  the  world. 

In  Gospels  as  well  as  in  Hymnals,  the  donors  of  the  manuscript,  and  sometimes 
the  scribe  or  painter,  are  often  portrayed  kneeling  at  the  foot  of  this  triumphal 
cross;  these  portraits  are  omitted  in  the  Freer  manuscript  but  the  idea  of  a  dedica- 
tion picture  persists  in  the  inscriptions  around  the  mandorla  and  on  the  frame  of 
the  miniature,  which  give  the  name  of  the  cleric  Markos  and  his  plea  to  be  remem- 
bered before  Christ. 

The  Gospel  scenes  follow  the  types  current  in  the  17th  century.  As  in  other 
contemporary  examples  the  intrusion  of  western  European  iconography  can  be 
detected  in  the  Crucifixion,  where  Christ's  feet  are  nailed  with  a  single  nail  instead 
of  two  (fig.  300).  It  is  even  more  apparent  in  the  Resurrection  where  Christ,  nude 
save  for  a  mantle  and  holding  a  bannered  cross,  rises  from  the  sarcophagus  (fig. 
298). 218  In  earlier  centuries  the  Armenian  artists,  like  the  Byzantine,  had  repre- 
sented instead  the  Harrowing  of  Hell  or  the  Visit  of  the  Holy  Women  to  the 
Sepulchre. 

The  hymns  sung  on  the  feast  of  the  Presentation  of  Christ  repeatedly  refer  to 
Simeon  who  received  the  infant  Jesus;  the  miniaturist  has,  therefore,  selected  this 
iconographic  type  in  preference  to  the  one  where  the  child  is  still  in  His  mother's 
arms  (fig.  280).  However,  the  composition  differs  from  the  usual  scheme  in  that 
the  prophetess  Anna  is  omitted,  and  two  young  women  stand  behind  Joseph  and 
Mary.  These  figures,  who  are  also  included  in  the  Presentation  depicted  in  the 
Jerusalem  Hymnal  No.  3433  (fol.  29),  recall  the  maidens  who  accompany  the 
Virgin  when  she  is  brought  to  the  temple. 

The  Entry  into  Jerusalem  fills  the  headpiece  of  the  second  hymn  sung  on  Palm 
Sunday  (fig.  295) .  The  first  hymn  has  been  illustrated  by  means  of  marginal  figures 
which  belong  to  the  usual  composition  of  the  Entry  into  Jerusalem,  but  which  have 
been  transformed  here  into  a  genre  scene  (fig.  294).  A  child  is  climbing  a  tree,  like 
the  one  who  is  usually  shown  cutting  the  palm  branches;  another  stands  at  the  foot 
of  the  tree.  The  third  one  recalls  the  children  who  spread  their  garments  under  the 
ass's  feet,  but  his  posture  is  that  of  a  dancer  or  an  acrobat,  and  were  it  not  for  the 
place  assigned  to  this  miniature  it  would  be  considered  as  the  representation  of  a 
secular  scene.  Beginning  with  the  13th  century  one  can  observe  the  gradual  intru- 
sion of  secular  elements  in  the  illustration  of  sacred  books.  Real  and  imaginary 
beings  often  flank  the  Canon  tables  of  Cilician  Gospels;  letters  are  sometimes 
formed  by  several  human  figures,  like  the  initial  of  the  Gospel  of  John  in  Codex 
No.  56.11  (fig.  203);  sometimes  an  entire  line  is  written  with  these  anthropo- 
morphic letters.219  This  practice  is  more  common  after  the  15th  century  and  the 
use  of  secular  elements  is  more  widespread.  In  a  manuscript  dated  1592,  the  letters 
of  the  first  line  of  the  Gospel  of  Matthew  are  made  up  by  men  drinking,  dancing, 
and  playing  musical  instruments.220  Similar  figures  may  be  drawn  in  the  margins; 


218  S.  Der  Nersessian,  op.  cit.,  pp.  103,  112,  17. 

219  See  below,  p.  98. 

220  F.  Macler,  Documents  d'art  armeniens,  pi.  XXXIV,  fig.  74.  A  similar  group  of  dancers  and 
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thus  in  a  Bible  dated  1401  several  musicians  form  the  letters  of  the  first  line,  while 
in  the  margin  we  see  a  man  standing  on  a  tall  column.221 

The  portraits  of  saints,  painted  next  to  the  hymns  composed  in  their  honor,  are 
closely  related  to  those  depicted  in  the  collections  of  lives  of  saints  (Menologium) 
and  in  Lectionaries.  Sometimes  only  the  half-figure  has  been  represented  and,  in 
one  instance,  it  is  drawn  above  the  marginal  ornament  {figs.  306, 308, 312, 313, 317) . 
This  method  of  combining  ornaments  and  human  figures  already  appears  in  the 
manuscripts  illustrated  by  Sargis  Pidsak  in  the  14th  century,222  and  it  is  frequently 
used  in  subsequent  centuries.  The  portrait  of  Stephen  recalls  his  martyrdom;  the 
saint  kneeling  in  prayer  is  surrounded  by  stones  and  he  raises  his  eyes  to  the  segment 
of  sky  from  which  three  rays  descend  upon  him  {fig.  284).  This  conventional 
arrangement  of  the  stones  around  the  kneeling  figure  differentiates  our  miniature 
from  the  martyrdom  scene  of  Codex  No.  56.11  {fig.  193)  and  relates  it  to  the 
marginal  miniature  of  a  Bible  illustrated  in  Great  Armenia  in  1318  by  T'oros  of 
Taron  (Erevan,  Matenadaran,  No.  206) .  In  this  composition  Paul  and  the  soldiers 
casting  their  stones  appear  in  the  upper  part  of  the  side  margin  and,  lower  down, 
we  see  Stephen,  kneeling,  surrounded  by  numerous  stones.  This  image  of  Stephen 
was  adopted  in  later  centuries  in  Hymnals,  Lectionaries,  and  Menologia,223  when- 
ever they  wished  to  recall  his  martyrdom  instead  of  representing  him  as  a  deacon, 
holding  a  censer  and  the  incense  box. 

This  method  of  reducing  a  composition  to  one  or  two  figures,  or  to  a  significant 
element  of  the  scene,  is  characteristic  of  the  system  of  marginal  illustration  and  also 
occurs  in  the  Gospel  scenes.  Thus,  instead  of  the  Baptism,  only  the  dove  descending 
from  heaven  has  been  depicted  {fig.  278)  ;  instead  of  the  Beheading  of  John  the 
Baptist,  only  his  head  on  a  platter  has  been  represented  {fig.  303)  ;  next  to  the 
Canon  of  the  Children  of  Bethlehem  there  is  only  one  soldier  slaying  a  child  {fig. 
315) .  The  miniature  on  folio  123v  where  the  dove  of  the  Holy  Ghost  descends  on  a 
kneeling  figure  is  a  direct  illustration  of  the  opening  words  of  the  hymn:  "Thou 
who  aforetime  didst  signify  through  the  prophets  of  Israel  the  mystery  of  Thine 
advent"  {fig.  292) .  One  other  composition,  which  also  illustrates  a  sentence  of  a 
hymn,  is  exceptionally  placed  in  the  text.  The  image  of  the  good  robber,  carrying 
the  cross  and  walking  toward  a  fortified  city  which  represents  the  heavenly  Jeru- 
salem {fig.  289),  immediately  follows  the  words:  "Mary,  mother  of  God,  beseech 
thine  only  begotten  Son  that  He  may  grant  us,  as  He  did  to  the  robber,  the  enjoy- 
ment of  the  beauties  of  paradise." 

The  miniatures,  painted  in  brilliant  colors  with  a  predominance  of  blues,  red, 
and  pinks,  are  well  preserved.  The  full-page  compositions  and  the  headpieces  have 
a  gold  background;  the  marginal  figures  are  painted  against  the  plain  vellum 

musicians  may  be  seen  in  the  Gospel  of  Erevan,  No.  6420,  dated  1604:  A.  Mnatsakanian,  Armianskoe 
ornamental  noe  iskusstvo,  p.  567,  fig.  1095. 

221  A.  Mnatsakanian,  op.  cit.,  p.  470,  fig.  967. 

222  S.  Der  Nersessian,  Manuscrits  armeniens,  pis.  LXXXVI-XCIII. 

223  Chester  Beatty  Library,  No.  592,  fol.  50v,  Hymnal  of  the  year  1588.  Jerusalem,  Arm.  Patr., 
No.  1920,  Menologium,  a.d.  1591,  p.  444;  Jerusalem,  Arm.  Patr.,  No.  1674,  Hymnal,  a.d.  1652,  p.  75. 
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ground.  The  figures  are  somewhat  stiff;  the  folds  of  the  stylized  draperies  are  out- 
lined by  dark  lines  and  the  highlights  often  form  geometric  patterns.  There  is 
little  modeling  in  the  faces  except  for  the  deep  shadows  around  the  eyes.  Simplified 
architectural  elements  appear  behind  some  of  the  figures;  the  step-faced  mountains 
are  reduced  to  highly  conventionalized  conical  forms.  This  style  is  characteristic  of 
the  work  done  in  the  late  16th  and  in  the  17th  centuries  in  the  eastern  and  northern 
provinces  of  Armenia,  and  in  the  scriptoria  of  the  Armenian  settlement  of  New 
Julfa,  near  Ispahan.224 

The  headpieces  take  up  half  the  height  of  the  page  and  they  are  filled  with 
floral  scrolls  or  interlaces  enclosing  three-lobed  leaves  {figs.  274,  288,  299) .  Foliate 
motifs  are  sometimes  painted  under  the  arch  opening  into  the  rectangle.  The 
marginal  ornaments  consist,  as  usual,  of  interlacing  palmettes  and  other  foliate 
elements.  The  zoomorphic  initials  show  a  fairly  wide  range  of  combinations,  but, 
as  is  usual  in  this  later  period,  birds  are  more  frequently  used  than  other  animals. 
There  are  few  anthropomorphic  letters;  among  these  we  find  the  man  holding  a 
bird,  already  noted  in  the  Gospel  of  Bishop  John  and  in  the  Psalter,225  and  initials 
formed  by  two  confronted,  seated  men  {figs.  299  and  317). 

224  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pis.  46-48,  51-55. 

225  See  above,  pp.  72-80. 


FGA  36.15.  FOUR  GOSPELS,  A.D.  1668-73 


Description. — Vellum;  293  +  1  folios  measuring  24.5  x  17.5  cm.;  written  sur- 
face 18.5  x  12.8  cm.  In  the  modern  pagination,  numbers  395  and  396  are  written 
twice.  Text  in  bolorgir  (minuscule)  on  two  columns  of  21  lines  each.  The  title  of 
each  Gospel  is  written  in  red  bolorgir  under  the  headpiece  and  in  black  at  the  end 
of  the  Gospel.  The  first  letters  of  the  Gospels  of  Matthew,  Luke,  and  John  are 
formed  by  the  symbols  of  the  Evangelists;  that  of  the  Gospel  of  Mark  consists  of  a 
wide  interlace.  Zoomorphic  and  floral  letters  are  used  for  the  first  line  of  each 
Gospel  and  for  the  initials  of  the  pericopes.  On  the  first  three  and  four  pages  of 
each  Gospel  and  also  at  the  end  the  initials  of  the  verses  and  the  nomina  sacra  are 
in  gilt  letters ;  on  the  remaining  pages  they  are  painted  blue  or  red. 

The  36  quires,  usually  of  eight  leaves,  are  numbered  by  Armenian  letters 
written  in  the  lower  margin  at  the  beginning  and  end  of  each  gathering.  Contrary 
to  the  usual  practice  this  numbering  does  not  begin  with  the  Gospel  of  Matthew 
but  with  the  Canon  tables. 

Binding. — Red  velvet  over  red  leather  binding,  with  silver  ornaments  and 
silver-gilt  figures  nailed  on  the  covers.  On  both  covers  there  is  a  floral  border  and 
four  winged  angel  heads  at  the  corners.  In  the  center  of  the  front  cover,  the  figures 
in  relief  represent  the  Crucifixion ;  on  the  end  cover  they  represent  the  Resurrection 
{figs.  347, 348) .  Christ,  nude  save  for  a  mantle,  and  holding  a  bannered  cross,  rises 
from  the  sarcophagus.  Two  angels  are  seated,  one  on  each  side  of  the  sarcophagus; 
to  the  left,  in  the  background,  we  see,  on  a  smaller  scale,  the  three  crosses  raised  on 
Golgotha. 

Condition. — The  top  and  side  margins,  and  to  a  lesser  degree  the  lower  ones, 
have  been  trimmed,  cutting  off  part  of  the  ornaments.  The  lower  corners  of  the 
inner  margins  of  pages  568-572  and  577-584  are  mended  with  a  thin  white  cotton 
material ;  the  same  material  is  pasted  on  the  inner  edge  of  every  leaf,  from  page  568 
to  page  585,  and  stitched  in  the  binding.  A  conjugate  leaf  has  been  folded  back- 
ward: pages  13-14  should  precede  pages  11-12. 

History  of  the  manuscript.226 — This  Gospel  was  written  and  illustrated  by 
Mik'ayel,  son  of  the  scribe  Bargham,  at  Nor  Avan  (New  City)  near  Sebastia,  under 
the  shelter  of  the  Holy  Cross,  for  mahtesi  (pilgrim)  Markos,  a  miller.  The  work 
was  probably  begun  in  1668,  for,  according  to  a  marginal  note  on  page  199,  the 
scribe  had  already  written  the  entire  Gospel  of  Matthew  by  October  21,  1668.  A 
second  marginal  note  on  page  393,  halfway  through  the  Gospel  of  Luke,  is  dated 
August  3,  1669;  a  third  one  at  the  end  of  the  same  Gospel  (p.  457)  is  dated 
August  20,  1669.  The  marginal  note  on  the  last  but  one  page  of  the  Gospel  of  John 


See  Appendix,  pp.  113-122. 
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(p.  575)  has  now  only  the  day  of  the  month,  June  7,  for  the  left  corner  of  the  page 
is  torn. 

The  Canon  tables  were  painted  in  1670;  this  date  is  given  in  the  dedicatory 
inscription  which  follows  these  tables  (p.  29).  The  brief  note  on  page  7,  that  is  on 
the  recto  of  the  folio  on  which  the  Letter  of  Eusebius  is  written,  should  also  be  dated 
1670,  since  it  refers  to  the  decoration  of  the  Canon  tables  and  gives  important 
information  concerning  the  model  used  by  the  scribe.  It  reads :  "I  beg  you  also  to 
remember  the  excellent  scribe  T'oros  surnamed  Roslin,  the  illuminator  of  the 
model,  and  its  owner,  the  priest  T'oros,  who  (lived)  at  the  time  of  King  Het'um 
(one  word  before  King  has  been  erased),  and  the  pontificate  of  Lord  Kostandin, 
at  Hromkla,  in  the  year  711  (  =  A.D.  1262).  (Remember)  also  the  beadle,  mahtesi 
Tonik  who  granted  us  the  privilege  of  copying,  at  Sebastia,  the  Canon  tables  from 
this  model." 

Since  the  decorations  of  the  initial  quire  were  painted  in  1670  one  would 
suppose  that  the  copy  of  the  manuscript  had  been  completed  by  then,  and  that  the 
year  1670  should  be  added  after  the  date  June  7  on  page  575.  But  this  is  not  certain 
for  the  work  appears  to  have  been  interrupted  for  three  years.  The  colophon, 
written  in  the  second  column  of  page  457,  which  had  a  marginal  notation  under  the 
first  column  with  the  date  August  20,  1669,  is  dated  1673,  and  is  obviously  a  later 
addition.  The  script  is  much  smaller,  and  the  text  has  been  crowded  into  the  only 
space  that  was  available  before  the  preface  of  John  which  begins  on  page  458.  In 
this  year  also  the  large  full-page  miniature  of  the  Ascension  was  painted  on  page  33 ; 
the  marginal  note  bears  the  date  August  4,  1673. 

The  interruption  was  caused  by  difficulties  to  which  Mik'ayel  alludes  in  veiled 
terms  at  the  end  of  the  colophon  on  page  6.  He  praises  the  owner  who  remained 
steadfast  in  his  purpose  when  some  persons  tried  to  impede  the  work,  both  of  the 
copy  and  the  illuminations.  He  refers  to  the  vision  of  the  prophet  Zechariah,  who 
saw  "Joshua,  the  high  priest,  standing  before  the  angel  of  the  Lord,  and  Satan 
standing  at  his  right  hand  to  resist  him"  (3:  1),  and  he  also  mentions  the  "great 
mountain  before  Zerubbabel"  (4:7).  These  allusions  to  the  reconstruction  of  the 
temple  of  Jerusalem  at  the  time  of  King  Darius  are  meant  to  convey  the  idea  that 
just  as  the  reconstruction  of  the  material  temple  was  interrupted  for  several  years 
owing  to  the  opposition  of  the  mixed  population  of  Samaria,  so  also  the  work  on 
this  Gospel,  which  is  the  spiritual  temple,  was  stopped  for  a  while  through  the 
action  of  some  adversaries. 

Since  Mik'ayel  specifically  mentions  the  copying  as  well  as  the  illustrations, 
we  may  conclude  that  the  Gospel  of  John,  which  follows  the  colophon  of  page  457 
dated  1673,  was  also  written  at  this  time.  Moreover  it  does  not  seem  probable  that 
Mik'ayel  would  have  considered  the  manuscript  as  being  incomplete  if  it  had  only 
lacked  the  miniature  of  the  Ascension,  and  possibly  the  portrait  of  the  donor 
kneeling  before  Christ  painted  on  page  31. 

A  new  binding,  or  perhaps  only  the  silver  plates,  were  added  in  1777.  Brief 
notations  are  written  by  persons  who  saw  the  manuscript  in  1848  and  1855  (p.  7). 
A  longer  notice  records  the  visit  made  to  Yeni-khan  in  1880  by  Archbishop  Petros, 
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the  primate  of  Sebastia  (p.  203),  and  on  page  309  there  is  a  reference  to  the  build- 
ing and  restoration  of  churches  undertaken  by  him. 

The  manuscript  remained  at  Nor  Avan  (called  Yenikhan  in  Turkish)  until 
the  mass  deportation  of  the  Armenians  in  1915.  It  entered  the  Freer  Gallery  of  Art 
in  1936. 

Contents  and  list  of  illustrations: 
Pp.  2-7.  Explanation  of  the  decorations  of  the  Canon  tables  and  colophons.  (See  Appendix,  pp.  113-114, 
121-126.) 

Pp.  8-9.  Letter  of  Eusebius.  Inscription  on  the  scroll  held  by  Eusebius:  "the  ten  canons  which  I  wrote" 
{figs.  321,  320). 

Pp.  14  and  11.  Canons  1  and  2.  The  figures  in  the  outer  margins  next  to  the  rectangles  are  almost  entirely 
erased.  Judging  from  the  outlines  they  represented  monkeys  seated  on  a  vase  next  to  a  candle,  they 
wear  a  round  or  pointed  bonnet  and  hold  a  wand  or  a  fruit.  The  candlestick  in  the  inner  margin  of 
page  11  is  also  partly  erased  {figs.  323,  324). 

Pp.  16-17.  Canons  3  to  5.  Inscription  on  Isaiah's  scroll  (p.  16)  :  "Behold  a  virgin  shall  conceive  and 
bear  a  son"  (7:  14).  Isaiah's  name  is  written  on  the  gold  ground  and  under  the  architrave. 
Inscription  on  Jeremiah's  scroll  (p.  17)  :  "the  days  come,"  the  first  words  of  "the  days  come,  saith 
the  Lord,  that  I  shall  raise  unto  David  a  righteous  branch"  (23:5).  Jeremiah's  name  is  written 
on  the  gold  ground  of  the  lunette  as  well  as  under  the  architrave  {figs.  325,  326). 

Pp.  20-21.  Canons  6  to  9.  The  animal-headed  figures  flanking  the  rectangle  of  page  21  are  smeared  and 
partly  erased  {figs.  327,  328). 

Pp.  24-25.  Canon  10.  Inscription  on  Jonah's  scroll  (p.  24)  :  "and  Jonah  was  in  the  belly  of  the  fish 
three  days  and  three  nights"  (1 :  17).  Jonah's  name  is  written  on  the  architrave;  that  of  Zechariah 
on  the  gold  ground  and  on  the  architrave.  Inscription  on  Zechariah 's  scroll  (p.  25)  :  "and  they 
shall  look  upon  me  whom  they  have  pierced"  (12:  10)  {figs.  329,  330). 

Pp.  28-29.  Dedicatory  inscription  written  in  blue  letters  on  gold  ground  and  dated  1670  {figs.  331,  332). 
(See  Appendix,  p.  114.) 

P.  31.  Christ  and  donor.  Inscriptions:  Next  to  Christ,  "O  my  Saviour,  philanthropos  Christ,  have 
mercy  on  Thy  suffering  servant,  Markos";  above  the  kneeling  figure,  "this  is  the  owner  of  the 
manuscript"  {fig.  318). 

P.  33.  Ascension.  Inscriptions  in  the  lower  margin:  On  the  right,  "the  Ascension  of  Christ";  on  the 

left,  "in  the  year  1122  (=a.d.  1673)  on  August  4,  Monday"  {fig.  343). 
Pp.  35-39.  Preface,  index  and  concordance  of  the  Gospel  of  Matthew. 
P.  40.  Portrait  of  Matthew  {fig.  333). 
Pp.  41-199.  Gospel  of  Matthew  {fig.  334). 
Pp.  200-202.  Preface  and  index  of  the  Gospel  of  Mark. 
P.  203.  Colophon  dated  1880.  (See  Appendix,  pp.  121-122.) 
P.  204.  Portrait  of  Mark  {fig.  335). 
Pp.  205-304.  Gospel  of  Mark  {fig.  336). 
Pp.  304-308.  Preface  and  index  of  the  Gospel  of  Luke. 
P.  309.  Colophon  dated  1888.  (See  Appendix,  p.  122.) 
P.  310.  Portrait  of  Luke  {fig.  337). 
Pp.  311-457.  Gospel  of  Luke  {fig.  338). 
P.  457.  Colophon  dated  1673.  (See  Appendix,  pp.  114-115.) 

Pp.  458-460.  Preface  and  index  of  the  Gospel  of  John.  Colophon.  (See  Appendix,  pp.  115-116.) 
P.  462.  Portrait  of  John  and  Prochoros  {fig.  339). 

Pp.  463-577.  Gospel  of  John  {fig.  340).  The  pericope  of  the  adulterous  woman  is  written  at  the  end 

of  the  Gospel. 
Pp.  577-584.  Colophons.  (See  Appendix,  pp.  116-121.) 
Pp.  585-586.  Flyleaf. 
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STUDY  OF  THE  ILLUSTRATIONS 

Ever  since  late  antiquity,  Armenians  had  settled  in  large  numbers  in  Sebastia 
(present  Sivas)  and  its  vicinity.  It  was  the  capital  of  Armenia  Minor  under 
Diocletian,  and  of  Armenia  II  under  Justinian.  The  Armenian  population  of  this 
area  increased  substantially  after  1021,  when  the  last  king  of  Vaspurakan, 
Senek'erim,  ceded  his  kingdom  to  Byzantium  and  received  in  return  the  region  of 
Sebastia  extending  to  the  Euphrates  with  Larissa,  Abara,  and  other  cities.  Shortly 
after  his  arrival  Senek'erim  founded  the  monastery  of  the  Holy  Cross  (or  Holy 
Sign  =  Surb  Nshan),  at  a  short  distance  from  the  capital,  and  deposited  there  the 
fragment  of  the  True  Cross  which  for  centuries  had  been  the  most  precious  relic 
of  the  monastery  of  Varag,  in  Vaspurakan.  From  this  time  on,  the  Armenian  bishop 
of  Sebastia  resided  at  the  monastery  of  the  Holy  Cross  and  we  have  evidence  of 
the  continuous  existence  of  a  scriptorium  which  became  particularly  active  in  the 
17th  century,  when  Bargham  and  his  son  Mik'ayel  were  its  principal  scribes.227 

Several  manuscripts  written  and  illustrated  by  Bargham  between  the  years 
1625  and  1660  are  known,  and  they  show  the  high  quality  of  his  paintings.228  An 
even  larger  number  of  the  manuscripts  signed  by  Mik'ayel  have  survived  and  the 
colophons  provide  us  with  valuable  information  about  his  life  and  his  artistic 
activity.  He  was  born  at  Sebastia  in  1640  229  and  was  trained  primarily  by  his  father 
whom  he  held  in  great  reverence,  always  signing  his  name  as  "Mik'ayel,  son  of  the 
scribe  Bargham."  He  mentions  two  other  teachers:  the  scribe  Mkrtitch  and  the 
priest  Avetik'  well  versed  in  matters  pertaining  to  the  calendar.230  The  former  of 
these  two,  is  probably  Mkrtitch  or  Mkrtum  of  Ispahan  who  worked  primarily  at 
the  city  of  Tokat,231  north  of  Sebastia,  and  with  whom  Mik'ayel  collaborated  in 

227  H.  Oskian,  "The  Monasteries  of  Sebastia"  (in  Armenian),  Handes  Amsorya,  LIX  (1945), 
cols.  36-65  ;  Andreas  Aghek'sandrian,  "History  of  the  Famous  City  of  Sebastia"  (in  Armenian),  Venice- 
San  Lazzaro,  1911. 

228  The  following  manuscripts  are  known.  Hymnal,  a.d.  1625:  H.  Oskian,  op.  cit.,  col.  50,  n.  21. 
Menologium,  a.d.  1636  (formerly  Sebastia,  No.  145):  T.  Gushakian,  "Catalogue  of  the  Armenian 
Manuscripts  at  the  Monastery  of  the  Holy  Cross  in  Sebastia"  (in  Armenian),  Handes  Amsorya,  XLII 
(1928),  col.  491.  Jerusalem,  Arm.  Patr.,  No.  3438,  Bible,  a.d.  1636-40  (formerly  Sebastia,  No.  1, 
Gushakian,  op.  cit.,  in  Handes  Amsorya,  XXXVI  (1922),  cols.  462471).  Vienna,  Mekh.  Libr.,  No. 
432,  Manrusmunk' ,  A.D.  1641.  Hymnal,  A.D.  1642:  M.  Smbatiants,  Ernjak  (in  Armenian),  Tiflis, 
1906,  p.  238.  Hymnal,  a.d.  1644  (formerly  Sebastia,  No.  128):  Gushakian,  op.  cit.,  in  Handes 
Amsorya,  XLI  (1927),  col.  309.  Four  Gospels,  a.d.  1647:  Oskian,  op.  cit.,  col.  52.  Hymnal,  a.d.  1654 
(formerly  Sebastia,  No.  126):  Gushakian,  op.  cit.,  in  Handes  Amsorya,  XLI  (1927),  col.  142.  Four 
Gospels,  a.d.  1660:  Oskian,  op.  cit.,  col.  52.  One  should  probably  add  to  this  list  Vienna,  Mekh.  Libr., 
No.  148,  Ritual,  a.d.  1650-51,  written  by  the  scribe  Bargham,  although  the  place  of  the  copy  is  not 
indicated.  All  the  other  manuscripts  were  written  at  Sebastia  or  Nor  K'aghak'  (=New  City)  also 
called  K'anova. 

229  The  date  is  given  by  Mik'ayel  in  the  Menologium  of  Jerusalem,  Arm.  Patr.,  No.  1918.  He 
does  not  specify  his  birthplace  but  it  must  have  been  Sebastia  since  his  father  was  living  there  at  that  time. 

230  They  are  mentioned  in  the  present  manuscript,  on  p.  584,  also  in  Jerusalem,  Arm.  Patr.,  Nos.  206 
and  3144,  on  p.  297  and  p.  5. 

231  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pp.  159-160. 


ARMENIAN  MANUSCRIPTS — DER  NERSESSIAN 


93 


1684.232  Mkrtitch,  or  Mkrtum,  was  a  painter  as  well  as  a  scribe,  but  his  work  is 
inferior  in  quality  to  that  of  his  pupil. 

Mik'ayel's  name  appears  for  the  first  time  in  1662  in  surviving  manuscripts, 
when  he  completed  the  Menologium  begun  by  his  father,  but  it  is  evident  that  he 
must  have  assisted  his  father  long  before  this  date.  During  the  early  part  of  his 
life  he  resided  mostly  at  Nor  Avan  or  New  City,  35  kilometres  northwest  of 
Sebastia,  the  small  town  now  called  Yenikhan  and  to  which  Bargham  and  Mik'ayel 
sometimes  also  give  the  name  of  K'anova.  In  1681,  Mik'ayel  was  at  Tokat  for  a 
while,  and  in  later  years  he  seems  to  have  spent  the  greater  part  of  his  time  in  this 
city.  Several  prominent  ecclesiastics  of  Sebastia  and  Tokat  commissioned  him  to 
copy  and  illustrate  manuscripts  for  them,  and  his  reputation  had  reached  Armenia, 
for  a  large  Menologium  was  sent  all  the  way  from  Etchmiadzin  to  Tokat  so  that 
it  might  be  illustrated  by  him.  In  the  colophon  of  this  manuscript,  written  in  1700, 
he  complains  of  being  old  and  weak,  and  it  is  probable  that  he  died  shortly  after  for 
his  name  does  not  occur  in  later  manuscripts. 

Mik'ayel  was  familiar  with  the  art  of  binding,  and  in  1690  he  rebound  a  Gospel 
manuscript  which  had  been  written  in  Armenia.233  He  was  also  a  poet.  In  a  manu- 
script which  he  copied  in  1682,  he  has  included  a  short  poem,  signed  by  himself,  on 
a  young  man  named  Gaspar  martyred  at  Sebastia  in  1677  by  the  Turks  because  he 
would  not  abjure  the  Christian  faith,  and  a  longer  one  on  a  young  man  by  the  name 
of  David  also  martyred  at  Sebastia  that  same  year.  This  second  poem  not  only 
bears  Mik'ayel's  signature  but  has  his  name  in  the  acrostic.234 

Fifteen  manuscripts  signed  by  Mik'ayel  are  known  to  me,  either  directly  or 
through  descriptions.  In  most  cases  he  was  both  the  scribe  and  painter;  only  a  few 
were  done  in  collaboration  with  others,  and  in  one  instance  the  illustrations  were 
added  considerably  later  by  a  less  skilled  miniaturist.  The  manuscripts  which  bear 
Mik'ayel's  name  are  the  following. 

1.  Formerly  Sebastia,  No.  149.  Menologium,  a.d.  1662,  begun  by  Bargham  and  completed  by  his 
son  Mik'ayel  at  the  New  City  near  Sebastia,  for  Nikoghayos.  Two  headpieces.235 

2.  Baltimore,  Walters  Art  Gallery,  No.  544.   Four  Gospels,  a.d.  1666;  written  at  Sebastia  for 
Sult'an.  The  Evangelist  portraits  and  marginal  miniatures  are  the  work  of  another  miniaturist. 

3.  Washington,  Freer  Gallery  of  Art,  No.  36.15.  Four  Gospels,  a.d.  1668-73;  written  at  the  New 
City  near  Sebastia  for  Markos. 

4.  Formerly  Sebastia,  No.  189.  Sargis  Shnorhali,  Commentary  on  the  Catholic  Epistles,  a.d.  1681  ; 
written  at  Tokat  for  mahtesi  Simavon.236 

5.  Erevan,  Matenadaran,  No.  1547.  Poem  by  Nerses  the  Graceful  entitled  "Jesus,  Son"  and  other 
works,  a.d.  1682;  written  for  Sultanshah. 

6.  Jerusalem,  Armenian  Patriarchate,  No.  206.  John  Chrysostom,  Commentary  on  the  Gospel  of  John, 

232  See  below,  page  94,  No.  8  of  the  list. 

233  Lille,  University  Library.  Cf.  F.  Macler,  Rapport  sur  une  mission  scientifique  en  Belgique, 
Hollande,  Danemark  et  Suede.  Juillet-Septembre  1922,  Paris,  1924,  p.  9. 

234  Erevan,  Matenadaran,  No.  1547.  Cf.  H.  Manandian  and  H.  Adjarian,  The  New  Martyrs  of 
Armenia  (in  Armenian),  Vagharshapat,  1903,  pp.  504-519. 

236  T.  Gushakian,  op.  cit.,  in  Handes  Amsorya,  XLIII  (1929),  cols.  12-13. 
236  Idem,  Handes  Amsorya,  LXXII  (1958),  cols.  196-197. 
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a.d.  1682-83;  written  at  the  New  City,  near  Sebastia  for  Ghazar,  a  native  of  Tokat.  One  ornate 
headpiece.237 

7.  Jerusalem,  Armenian  Patriarchate,  No.  470.  Basil  of  Caesarea,  Miscellany,  a.d.  1683;  written  for 
Minas  vardapet  of  Amida,  primate  of  the  region  of  Tokat.  Headpieces  and  marginal  ornaments.238 

8.  Jerusalem,  Armenian  Patriarchate,  No.  3144.  Four  Gospels,  a.d.  1684;  written  at  Tokat  by 
Mkrtum  of  Ispahan  and  illuminated  by  Mik'ayel  for  Nerses.  Canon  tables,  Evangelist  portraits, 
headpieces,  and  marginal  ornaments. 

9.  Erevan,  Matenadaran,  No.  1149.  Commentary  on  the  Books  of  the  Prophets  and  on  the  Proverbs, 
a.d.  1684-87;  written  at  the  New  City  near  Sebastia  for  Minas  vardapet  of  Amida.  Headpieces 
and  marginal  ornaments  with  bust  figures  of  the  prophets. 

10.  Formerly  in  the  Monastery  of  the  Virgin  at  Tchnk'ush.  Code  of  Mkhit'ar  Gosh,  a.d.  1687-88; 
written  at  the  New  City  near  Sebastia  for  Minas  vardapet  of  Amida.239 

11.  Jerusalem,  Armenian  Patriarchate,  No.  2010.  Gregory  of  Narek,  Book  of  Prayers,  a.d.  1691-92; 
written  for  Minas  vardapet  of  Amida.  Frontispiece  portraying  Gregory  of  Narek  and  Minas 
vardapet  {fig.  369),  headpiece  and  marginal  ornaments. 

12.  Jerusalem,  Armenian  Patriarchate,  No.  201.  Hymnal,  a.d.  1693-96;  written  at  Tokat  for 
Ignatios  vardapet.  Headpieces  and  marginal  ornaments.240 

13.  Jerusalem,  Armenian  Patiarchate,  No.  2285.  Ritual,  a.d.  1696;  written  at  Tokat  for  Ignatios 
vardapet  by  Mik'ayel's  son,  George,  and  illuminated  by  Mik'ayel.  Headpieces  and  marginal 
ornaments. 

14.  Jerusalem,  Armenian  Patriarchate,  No.  1918.  Menologium,  a.d.  1696-1700;  written  at 
Etchmiadzin  for  the  Catholicos  Nahapet  by  Grigor  of  Erevan  (1696-98)  and  illuminated  by 
Mik'ayel  at  Tokat  (in  1700).  Full-page  miniatures:  Fol.  7v,  Gregory  the  Illuminator  and  John 
the  Baptist;  fol.  278v,  Adoration  of  the  Magi;  fol.  418v,  Resurrection  {figs.  370-372) ;  headpieces 
and  marginal  ornaments. 

15.  Princeton  University,  Garrett  Collection,  No.  17.  Four  Gospels,  undated.  Evangelist  portraits  and 
headpieces;  the  full-page  compositions  at  the  beginning  of  the  manuscript  and  the  marginal 
miniatures  are  later  additions. 

In  the  brief  notice  quoted  above,  Mik'ayel  specified  that  he  had  used  as  a  model 
for  the  decoration  of  the  Canon  tables  the  Gospel  illustrated  by  T'oros  Roslin  in 
1262;  this  is  the  manuscript  of  the  Walters  Art  Gallery,  No.  539,  frequently  men- 
tioned in  the  preceding  pages  in  connection  with  Codex  No.  32.18.  We  learn  from 
the  colophons  and  other  notices  that  this  Cilician  manuscript  had  already  been 
brought  to  Sebastia  in  1473-74.  At  some  later  date  it  was  seized  by  Muslims,  but  a 
pious  man  redeemed  it  in  1602.  It  was  deposited  in  the  church  of  the  Holy  Virgin 
in  Sebastia;  in  the  19th  century  it  was  transferred  to  the  monastery  of  the  Holy 
Cross  and  it  remained  there  until  the  Armenian  deportations  of  1915.241 

The  imitation  or  copy  of  a  Cilician  manuscript  seems  to  have  been  a  fairly 
common  practice  in  the  17th  century,  whenever  such  a  model  was  available,  but 
the  instances  where  the  model  is  clearly  indicated  and  is  still  preserved  are  ex- 
tremely rare.  Thus  a  comparison  of  the  Walters  and  Freer  Gospels  is  most  instruc- 
tive in  showing  to  what  extent  the  miniaturists  of  a  later  date  were  able  to  reproduce 
the  style  of  the  great  period  of  Armenian  illumination. 

237  N.  Bogharian,  General  Catalogue,  II,  pp.  194-196. 

238  Ibid.,  IV,  pp.  199-202. 

239  G.  Srvandztiants,  T'oros  Aghbar,  II,  pp.  194-196. 

240  N.  Bogharian,  General  Catalogue,  II,  pp.  185-186. 

241 T.  Gushakian,  op.  cit.,  in  Handes  Amsorya,  XXXVIII  (1924),  cols.  331-334. 
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The  Gospel  of  T'oros  Roslin  must  have  been  one  of  the  prized  possessions  of 
Sebastia.  It  had  already  attracted  the  attention  of  Mik'ayel's  father,  the  scribe 
Bargham,  who  in  his  Bible  of  1636-40  (Jerusalem,  Arm.  Patr.  No.  3438)  copied 
some  of  the  Evangelist  portraits  and  imitated  the  decorations  of  the  Letter  of 
Eusebius.  Our  painter  Mik'ayel  followed  his  model  much  more  faithfully,  and 
only  a  close  scrutiny  reveals  minor  divergencies.  In  the  Gospel  of  T'oros  Roslin 
the  rectangles  of  the  Canon  tables  are  regularly  supported  by  three  columns,  while 
in  the  Freer  manuscript  there  are  occasionally  four  columns  instead  of  three.  This 
results  from  a  different  grouping  of  the  concordance  tables.  For  instance,  in  the 
Walters  manuscript  the  three  units  of  verse  numbers  of  Canon  2  occupy  the  two 
intercolumniations  of  folio  4  (fig.  345)  and  the  first  one  of  folio  5v,  while  in  the 
Freer  manuscript  they  are  all  grouped  on  page  1 1 ;  consequently  a  fourth  column 
had  to  be  added  (fig.  324).  For  similar  reasons  an  additional  column  has  been 
painted  under  the  rectangles  of  pages  17  and  21  (figs.  326,  328).  These  additional 
columns  do  not  repeat  the  forms  of  the  model  but  conform  to  the  types  commonly 
used  in  the  17th  century;  in  order  to  maintain  the  harmony  of  confronting  pages 
Mik'ayel  has  consistently  used  this  later  type  of  column  for  the  central  one. 

Slight  variations  can  occasionally  be  noted,  in  the  shapes  of  the  trees  flanking 
the  Canon  tables  or  in  the  choice  of  individual  motifs.  Thus,  on  the  pages  which 
have  the  Letter  of  Eusebius,  Mik'ayel  has  painted  a  floral  ornament  on  the  inner 
margin  next  to  the  rectangle,  instead  of  repeating  the  tree  of  the  outer  margin,  as 
T'oros  Roslin  had  done,  and  he  has  added  birds  on  the  trunks  of  the  trees ;  otherwise, 
the  arcade  of  the  17th-century  manuscript,  slightly  larger  than  that  of  the  original, 
is  a  most  accurate  and  skillful  copy  (figs.  321,  322).  A  different  ornament  has  also 
been  chosen  for  the  area  around  the  double  arches  of  pages  17,  24  and  25;  on 
page  25  large  naturalistic  flowers,  typical  of  17th-century  illumination,  have  been 
substituted  for  the  delicate  tendril  scroll  of  the  Cilician  model  (fig.  330).  These 
large  flowers,  tulips  or  carnations,  also  decorate  the  architraves  on  pages  16  and  17, 
and  they  are  painted  in  the  inner  margins  next  to  the  rectangles  on  pages  28  and  29 
(figs.  325,326,331,332). 

Other  divergencies  are  of  a  stylistic  order.  The  individual  motifs  around 
and  within  the  rectangles  are  slightly  larger  and  this  gives  a  more  crowded  impres- 
sion to  the  composition ;  moreover,  the  component  elements  are  not  always  as  clearly 
differentiated  from  one  another  as  they  are  in  the  model.  For  instance,  in  the  Letter 
of  Eusebius,  Mik'ayel  has  substituted  a  narrow  red  band  for  the  outer,  acanthus 
border  of  the  arch  framing  the  lunette,  consequently  the  decoration  of  this  arch 
does  not  stand  out  as  clearly  and  tends  to  merge  with  that  of  the  spandrels  (figs. 
321,322). 

The  prophets  whose  bust  figures  are  placed  in  the  lunettes  of  the  Canon  tables 
are  identical  with  those  of  the  manuscript  of  T'oros  Roslin,  but  in  two  instances 
Mik'ayel  has  inscribed  a  different  sentence  on  the  scroll.  On  Jeremiah's  scroll  (fig. 
326),  instead  of  "a  voice  was  heard  in  Ramah"  (31 : 15),  he  has  written  the  opening 
words  of  another  prophecy:  "the  days  come  that  I  will  raise  unto  David  a  righteous 
branch"  (23:5),  which  agrees  better  with  the  messianic  prophecy  of  Isaiah  in- 
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scribed  on  the  opposite  page.  On  the  scroll  of  Zechariah  {fig.  330) ,  instead  of  "Sing 
and  rejoice,  O  daughter  of  Zion"  (2:10),  we  read:  "and  they  shall  look  upon 
me  whom  they  have  pierced"  (12:  10).  These  are  interesting  changes,  they  show 
that  Mik'ayel  did  not  mechanically  copy  his  model  even  though  he  imitated  the 
decorations  with  the  greatest  attention  and  accuracy. 

The  portraits  of  Matthew,  Mark,  and  Luke  differ  from  those  painted  by  T'oros 
Roslin,  both  as  to  facial  types  and  iconographic  formulae.  In  the  Freer  Gospel 
Matthew  is  writing,  Mark  meditates,  and  Luke  seems  to  be  speaking  (figs.  333, 
335,  337),  while  in  the  Walters  manuscript  Matthew  is  meditating  and  Mark  and 
Luke  are  writing.  The  three  Evangelist  portraits  belong  to  the  section  of  the  manu- 
script written  in  1668  and  1669  when  Mik'ayel  had  not  yet  had  access  to  the  model 
he  used  in  1670  for  the  decoration  of  the  Canon  tables.  The  slight  similarities 
which  may  be  observed  in  some  of  the  secondary  features  of  these  two  sets  of 
Evangelist  portraits,  such  as  the  screenlike  wall  behind  Matthew,  or  the  archi- 
tecture behind  Mark,  which  consists  of  an  angular  enclosure  around  a  building 
flanked  by  columns,  are  elements  ultimately  derived  from  Cilician  manuscripts  but 
which  had  passed  into  the  common  repertoire  of  the  17th  century. 

As  in  other  contemporary  works  the  architectural  setting  is  given  great  promi- 
nence. Behind  Matthew's  desk  we  see  a  large  ciborium  with  a  pyramidal  roof 
flanked  by  high  columns;  a  domed  structure  with  an  entrance  crowned  by  a  horse- 
shoe arch  appears  behind  Mark's  desk;  Luke  is  seated  under  an  arch  drawn  with 
an  attempt  at  perspective.  Realistic  details  are  combined  with  imaginary  forms; 
a  chain  is  drawn  across  the  gate  of  the  city  wall  behind  Mark,  but  the  gold  back- 
ground of  this  same  page  is  treated  like  a  wall  with  a  window  in  the  center.  In  the 
portrait  of  Luke,  the  instruments  used  by  scribes  are  carefully  represented,  lying 
on  top  of  the  desk,  but  between  the  fish-shaped  lectern,  precariously  balanced  at 
the  edge  of  the  desk,  and  the  book  which  it  should  support,  a  delicate  floral  scroll 
has  been  painted.  At  the  base  of  the  adjoining  wall  there  is  an  ornate  rectangle 
imitating  a  book  cover  as  if  a  large  manuscript  had  been  placed  here.  This  decora- 
tive interest  is  also  noticeable  in  the  figure  style,  in  the  delineation  of  the  folds  of 
the  draperies,  and  in  the  distribution  of  highlights  and  shadows. 

The  portraits  of  John  and  Prochoros  are  faithful  replicas  of  the  corresponding 
miniature  in  the  Walters  Gospels  (figs.  339,  341).  Were  it  not  for  the  difference 
in  size  between  the  two  manuscripts  one  might  be  led  to  think  that  Mik'ayel  had 
used  a  tracing,  so  accurately  has  he  copied  the  two  figures.  The  only  differences 
occur  in  the  landscape  setting,  where  the  broken  contours  of  the  cave  have  been 
transformed  into  a  series  of  cones,  and  additional  stylized  pinnacles  rise  above  the 
cave  almost  reaching  the  upper  frame.  There  can  be  no  doubt  that  this  miniature 
was  executed  when  Mik'ayel  had  before  his  eyes  the  Gospel  of  T'oros  Roslin,  either 
in  1670  when  he  painted  the  ornate  frames  of  the  Canon  tables  and  dedicatory 
inscription,  or  in  1673  when  he  depicted  the  Ascension  (fig.  343). 

This  full-page  composition  is  also  an  exact  copy  of  the  corresponding  scene  in 
the  Walters  manuscript  (fig.  344) ,  without  even  the  differences  noted  above  which 
Mik'ayel  had  introduced  into  the  landscape  background  of  John  and  Prochoros. 
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The  seated  Christ  in  the  mandorla  borne  by  two  angels,  the  half-figures  of  the 
angels  flying  down,  the  Virgin  "orans,"  the  animated  groups  of  the  apostles  (attenu- 
ating), however,  the  exaggerated,  upturned  position  of  the  heads  of  the  evangelists 
on  the  right,  repeat  the  corresponding  figures  painted  by  T'oros  Roslin. 

Mik'ayel  also  found  in  this  Cilician  manuscript  the  model  for  part  of  the 
donor's  scene  on  page  31  (fig.  318).  An  identical  figure  of  Christ,  blessing  and 
holding  a  scroll,  may  be  seen  on  folio  24v  of  the  Walters  manuscript,  in  the  compo- 
sition where  three  angels  minister  unto  Jesus  after  His  temptation  (fig.  319). 
Mik'ayel  has  replaced  the  angels  by  the  small  portrait  of  the  donor,  Markos,  kneel- 
ing at  Christ's  feet.  Christ  wears  a  light  purple  tunic  and  a  blue  mantle.  Markos 
is  dressed  in  contemporary  costume:  a  dark-yellow,  short-sleeved  coat  over  a 
gray-blue  tunic  which  barely  reaches  his  knees;  long  trousers  tied  at  the  ankles; 
pointed  shoes;  on  his  head  is  a  blue  turban. 

Donor  portraits  are  frequently  included  in  Armenian  manuscripts.  In  the 
earliest  examples  they  are  represented  standing  and  offering  to  Christ  or  to  the 
Virgin  the  manuscript  they  had  commissioned.242  From  the  13th  century  on,  the 
humble,  kneeling  attitude  is  more  common;  however,  Christ,  or  the  Virgin,  is 
almost  always  enthroned.243  Mik'ayel  may  have  departed  from  the  usual  practice 
because  he  found  in  the  Gospel  of  T'oros  Roslin  an  imposing  image  of  Christ;  it 
is  also  possible  that  he  was  influenced  by  a  miniature  painted  by  his  father  and  was 
led  to  select  a  standing  rather  than  a  seated  figure.  The  scribe  Bargham  had 
depicted,  as  a  frontispiece  to  the  Bible  he  wrote  and  illustrated  in  the  years  1636-40, 
a  large  portrait  of  Christ;  this  miniature,  now  lost,  has  been  described  in  the  Cata- 
logue of  the  manuscripts  of  Sebastia  published  in  1922,  as  representing  Christ 
standing  on  a  footstool  and  holding  the  book  of  the  Gospels.244 

It  is  interesting  to  compare  the  miniatures  of  the  Freer  Gospel,  which  are 
copied  from  the  manuscript  of  T'oros  Roslin,  with  the  portraits  of  the  three 
Evangelists  painted  before  the  latter  was  placed  at  the  disposal  of  our  miniaturist. 
Mik'ayel,  though  faithfully  copying  the  compositions,  was  not  able  to  reproduce 
the  delicate  manner  of  his  model.  However,  its  influence  is  clearly  noticeable  in 
the  figure  style.  The  draperies  of  John  and  Prochoros,  those  of  the  apostles  in  the 
Ascension,  and  of  Christ  in  the  donor  portrait,  are  less  stylized  than  the  garments 
of  the  first  three  Evangelists;  the  folds  are  no  longer  arranged  in  parallel  bands 
and  their  edges  are  not  as  sharply  marked ;  there  is  slightly  less  contrast  between 
the  shadows  and  highlights  and  the  latter  do  not  form  regular  patterns ;  the  attitudes 
are  also  less  rigid.  These  are  differences  in  degree  and  not  in  kind,  for  the  basic 
traits  of  Mik'ayel's  style  are  present  in  all  the  miniatures,  but  it  is  nevertheless  im- 

242  For  instance,  in  the  Gospel  of  a.d.  1007:  Venice,  Mekh.  Libr.,  No.  887  (K.  Weitzmann,  Die 
armenische  Buchmalerei,  pi.  X,  figs.  34,  35),  and  in  Erevan,  Matenadaran,  No.  7347,  written  at 
Hromkla  in  1166. 

243  For  instance,  the  Gospels  of  Prince  Vasak,  see  pp.  61-62,  notes  157,  160.  The  standing  donor  still 
occurs  in  manuscripts  of  the  early  13th  century,  for  instance,  in  the  Gospel  of  Haghbat,  dated  1211: 
Erevan,  Matenadaran,  No.  6288. 

244  T.  Gushakian,  op.  cit.,  in  Handes  Jmsorya,  XXXVI  (1922),  col.  464. 
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portant  to  call  attention  to  them.  They  show,  on  the  one  hand,  how  carefully 
Mik'ayel  tried  to  imitate  his  model,  even  modifying  to  some  extent  his  manner  of 
painting;  and  on  the  other  they  corroborate  the  evidence  derived  from  the  icono- 
graphic  comparison  of  the  Evangelist  portraits,  namely,  that  the  first  three  are 
independent  from  Roslin's  work  and  were  painted  before  1670,  during  the  years 
1668-69  when  the  text  was  being  copied. 

The  headpieces  of  the  four  Gospels  and  the  marginal  ornaments  also  differ 
from  the  compositions  of  the  Roslin  manuscript,  although,  as  in  many  other  17th- 
century  works,  they  are  ultimately  derived  from  the  types  established  by  Cilician 
artists  of  the  12th  and  13th  centuries.  This  derivation  is  particularly  noticeable  in 
the  fantastic  animals,  such  as  the  griffon  and  the  sphinx  whose  tail  ends  in  an 
animal  head  {fig.  334),  or  in  the  ornamental  design  of  the  headpiece  of  the  Gospel 
of  John  (fig.  340).  As  in  Codex  No.  56.11  written  in  1263  for  John,  brother  of 
King  Het'um  (fig.  197),  an  intricate  linear  interlace  forms  a  series  of  six-point 
stars  around  central  rosettes.  The  Cilician  artist  had  stressed  the  continuity  of 
the  all-over  pattern,  while  Mik'ayel,  like  other  contemporary  miniaturists,  has 
emphasized  the  individual  motifs  by  adding  red  polygonal  frames  which,  weaving 
through  the  strands,  tend  to  separate  the  six-point  stars  from  one  another.246 

The  angel,  the  symbol  of  Matthew,  forms  as  usual  the  first  letter  of  his  Gospel 
(fig.  334)  ;  for  the  initial  of  Mark,  Mik'ayel  has  used  a  wide  band  of  linear  inter- 
lace, a  favorite  type  in  the  17th  century  (fig.  336),  while  for  the  Gospels  of  Luke 
and  John  he  has  combined  the  interlace  band  with  the  symbols  of  all  four  Evange- 
lists (figs.  338,  340).  In  Codex  No.  56.11  the  human  figures  which,  together  with 
the  eagle,  formed  the  initial  of  the  Gospel  of  John,  had  a  purely  profane  character 
(fig.  203),  but  other  miniaturists  before  Mik'ayel  had  drawn  letters  formed  by  the 
reunion  of  all  four  symbols.  As  noted  above  such  examples  may  be  seen  in  the  13th- 
century  Gospels  of  Erevan,  Nos.  2629  and  9422,  in  the  Gospel  of  Vienna,  No.  278, 
and  in  the  manuscripts  illustrated  in  the  14th  century  by  T'oros  of  Taron,  one  of  the 
prominent  painters  of  Great  Armenia.246  Mik'ayel  has  slightly  modified  this  type 
by  combining  it  with  the  band  of  interlace. 

In  the  manuscripts  of  T'oros  of  Taron  and  in  those  of  a  later  period  the  first 
line  of  a  Gospel,  sometimes  even  the  entire  first  page,  is  written  in  anthropomorphic 
and  zoomorphic  letters  which  have  a  purely  ornamental  function.247  However, 
the  choice  made  by  Mik'ayel  for  the  first  line  of  Matthew  shows  a  definite  purpose 
(fig.  334)  ;  the  first  letter  after  the  initial  formed  by  the  symbol  of  Matthew  is 
made  up  of  two  eagles,  the  next  one  is  formed  by  a  lion,  the  last  one  by  an  ox,  and 
each  one  of  these  animals  holds  a  book.  We  have,  therefore,  once  again,  the  symbols 
of  the  four  Evangelists;  these  have  been  substituted  for  the  ordinary  zoomorphic 
letters  all  the  more  easily  since  the  second  and  fourth  letters  of  the  opening  word, 
girk' ,  happen  to  be  the  same  as  the  initial  letters  of  the  Gospels  of  John  and  Luke. 

245  A  similar  design  may  be  seen  in  a  Menologium  illustrated  by  Mkrtum  of  Tokat  in  1683:  S. 
Der  Nersessian,  The  Chester  Beatty  Library,  pi.  57. 

246  See  above,  p.  71  note  175  . 

247  Erevan,  Matenadaran,  No.  206,  Bible,  a.d.  1318,  fols.  444,  463,  476,  498. 
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This  desire  to  use  the  Evangelist  symbols  whenever  possible  may  also  be  dis- 
cerned in  the  animals  drawn  under  the  cusped  or  polygonal  openings  of  the  head- 
pieces of  three  of  the  Gospels.  In  their  general  design  these  groups  of  fighting 
animals  are  genre  compositions,  but  it  cannot  be  mere  coincidence  that  a  lion  has 
been  depicted  under  the  headpiece  of  Mark,  an  ox  under  that  of  Luke,  and  an  eagle 
under  that  of  John  (figs.  336,338,  340).  The  lions  are  repeated  among  the  floral 
scrolls  of  the  headpiece  of  Mark,  but  curiously  enough  the  book  is  held  not  by  them, 
but  by  the  crowned  sphinxes  flanking  a  gold  cross  enclosed  in  a  medallion. 

The  Freer  Gospel  is  the  earliest  surviving  work  of  Mik'ayel  with  figure  repre- 
sentations. In  general  he  merely  painted  ornate  headpieces,  but  three  manuscripts 
in  the  Library  of  the  Armenian  Patriarchate  of  Jerusalem  help  us  to  trace  the 
evolution  of  his  style.  The  Evangelist  portraits  of  the  Gospel  he  illustrated  at  Tokat 
in  1684  (No.  3144)  show  that  the  influence  of  the  style  of  T'oros  Roslin  survived 
even  when  he  was  not  copying  his  manuscript,  for  there  is  greater  interest  in  the 
gradual  shading  of  the  folds  of  the  draperies  than  in  linear  patterns;  and  in  the 
modeling  of  the  faces  the  deep  shadows  around  the  eyes  are  attenuated.  The  por- 
traits of  Mark,  and  of  John  and  Prochoros  repeat  those  of  the  Freer  Gospel;  Luke 
is  seated  writing,  as  Matthew  was  in  that  manuscript;  Matthew  holds  with  both 
hands  an  open  scroll,  an  iconographic  type  frequently  used  in  the  17th  century.  The 
formulae  current  in  that  period  also  appear  in  the  architectural  elements  of  the 
backgrounds,  where  a  large  domed  building  flanked  by  turrets  fills  the  entire  space. 

In  the  frontispiece  of  the  works  of  St.  Gregory  of  Narek  (Jerusalem,  No. 
2010),  illustrated  in  1691-92,  the  owner,  Minas  vardapet,  and  St.  Gregory,  to  whom 
the  manuscript  is  being  presented,  stand  under  the  arches  of  a  domed  structure 
(fig.  369) .  We  can  note  here  a  tendency  to  depict  more  slender  figures  and  more 
graceful  attitudes,  and  this  is  even  more  marked  in  Mik'ayel's  last  work,  the 
Menologium  he  illustrated  in  1700  (Jerusalem,  No.  1918).  The  frontispiece 
repeats,  on  a  larger  scale  and  with  more  elaborate  details,  the  composition  of  the 
previous  manuscript:  the  founder  of  the  Armenian  church,  St.  Gregory  the  Illumi- 
nator, dressed  as  a  bishop,  stands  facing  John  the  Baptist  clad  in  tunic  and  mantle 
and  holding  a  cross  (fig.  371).  In  the  Adoration  of  the  Magi  (fig.  370),  a  moun- 
tainous landscape  fills  almost  the  entire  page;  the  rocky  hills  are  treated  in  a  con- 
ventional manner  but  they  are  slightly  less  stylized  than  those  painted  behind  John 
and  Prochoros  in  the  Freer  manuscript.  Two  angels  fly  down  toward  the  graceful 
figure  of  the  Virgin  seated  in  the  opening  of  the  cave  with  the  Christ  child  on  her 
lap.  Joseph,  a  tall,  slender  figure,  stands  on  the  left,  and  the  three  Magi,  also  repre- 
sented as  very  tall  men,  approach  from  the  right  carrying  their  gifts.  The  minia- 
ture which  faces  the  reading  for  Easter  Sunday  (fig.  372)  combines  two  episodes. 
In  the  lower  half,  the  three  holy  women  speak  to  the  angel  who  points  to  the  empty 
sepulchre  which  has  the  shape  of  a  sarcophagus  standing  on  end  and  is  decorated 
with  a  delicate  scroll.  The  same  type  of  scroll  covers  the  stone  on  which  the  angel 
is  seated.  In  the  upper  half  of  the  miniature,  Peter  and  John  walk  on  the  crest  of 
the  rocky  mountain  which  formed  the  background  of  the  first  scene ;  behind  them 
rise  the  houses  and  towers  of  a  walled  city;  and  to  the  right  appears  the  risen  Christ, 
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blessing  and  holding  the  bannered  cross.  It  is  a  characteristic  trait  of  Armenian 
iconography  to  represent,  simultaneously,  the  visit  of  the  holy  women  and  that  of 
Peter  and  John  to  the  sepulchre,  and  to  add  to  this  scene  the  image  of  the  risen 
Christ,  but  the  way  in  which  Mik'ayel  has  combined  these  episodes  shows  his  skill 
and  his  originality. 

A  few  words  should  also  be  said  about  the  symbolic  interpretation  of  the 
Canon  tables  written  at  the  beginning  of  the  Freer  Gospel.  It  was  noted  above,  in 
connection  with  Codex  No.  50.3,  that  the  two  texts  commonly  used  in  the  Middle 
Ages  were  a  short  one  attributed  to  Stephen  of  Siunik',  and  a  longer  one  which 
forms  part  of  the  Introduction  to  the  Commentary  on  the  Gospel  of  Matthew 
written  by  Nerses  the  Graceful.248  In  manuscripts  of  the  16th  century,  and  even 
more  so  in  those  of  the  17th  century,  we  often  find,  instead,  rhymed  adaptations 
of  these  texts.  At  times  these  consist  of  distichs  or  quatrains  written  under  the  Canon 
tables,  and  the  miniaturists  have  tried  to  adapt  the  illustrations  to  the  explanation  of 
that  particular  Canon  table.249  More  often,  however,  the  rhymed  commentary  is 
a  long  text  written  either  before  the  Canon  tables  or  attached  to  the  colophon,  at 
the  end  of  the  manuscript.  The  text  most  frequently  used  is  one  composed  in  the 
early  17th  century  by  Step'annos  Dzik',2B0  but  the  poem  written  in  our  manuscript 
differs  from  this  one  and  is  probably  an  original  work  of  Mik'ayel  himself.251  It 
consists  of  two  distinct  parts.  In  the  first  and  longer  section  the  writer  considers  the 
10  Canon  tables  together,  instead  of  analyzing  them  separately,  and  he  explains, 
under  six  headings,  why  they  have  been  adorned  with  trees  and  flowers,  with  birds 
and  various  animals.  (1)  The  Gospels,  the  spiritual  paradise  implanted  by  Christ, 
are  contrasted  with  the  earthly  paradise ;  a  cherub,  armed  with  a  fiery  sword,  barred 
the  entrance  of  the  latter,  whereas  the  entrance  of  the  former  has  been  embellished 
so  that  those  who  wish  to  enter  may  do  so  more  easily.  (2)  The  different  elements 
of  the  decoration — trees,  flowers,  birds — as  well  as  the  beautiful  colors,  are  the 
visible  signs  through  which  we  can  attain  the  intelligible.  (3)  These  ornate  pages 
placed  before  the  actual  text  of  the  Gospels  are  comparable  to  the  outer  embellish- 
ments of  the  church  building  which  is  an  image  of  the  heavenly  temple.  (4)  The 
decorative  arcades  are  further  likened  to  the  universe:  the  heavens  above,  and 
below  the  earth,  with  the  animals  and  plants.  (5)  Just  as  the  four  animals  are  the 
symbols  of  the  four  Evangelists,  so  also  the  different  birds  depicted  on  these  pages 
figure  the  Apostles,  Prophets,  and  other  faithful  men  and  women.  (6)  All  these 
animals  and  plants  were  deemed  worthy  of  being  represented  here,  so  also  those 
who  obey  Christ's  commandments  will  be  worthy  of  this  Gospel  and  will  be  saved 
by  it. 

248  See  above,  pp.  16-17. 

249  S.  Der  Nersessian,  The  Chester  Beatty  Library,  pp.  124-125. 

250  Ibid.,  pp.  186-187.  N.  Akinian,  "Step'annos  Dzik'  of  Julfa.  Scribe,  Painter  and  Poet-Priest"  (in 
Armenian),  Handes  Amsorya,  LXI  (1947),  cols.  112-123.  The  entire  poem  is  printed  in  A.  Surmeyan, 
Catalogue  des  manuscrits  d'Alep  (in  Armenian),  II,  pp.  116-118. 

251  See  Appendix,  pp.  122-126. 
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The  second  part  is  a  free  adaptation  and  a  summary  of  the  interpretation  which 
precedes  the  commentary  on  the  Gospel  of  Matthew  by  Nerses  the  Graceful.  It 
begins  with  the  statement  that  everything  on  earth  can  be  divided  into  two  cate- 
gories: what  is  essential  for  man,  such  as  light,  air,  bread,  and  water;  and  what  is 
enjoyable,  such  as  fruit,  all  kinds  of  adornments,  color,  sweet  odors,  etc.  Then,  after 
explaining  that  the  latter,  although  material,  also  prepare  us  for  the  enjoyment  of 
the  spiritual,  Mik'ayel  passes  to  the  concluding  remarks  without  commenting  on 
each  one  of  the  Canon  tables. 

The  rhymed  colophon  at  the  end  of  the  manuscript,  probably  composed  by 
Mik'ayel,  is  again  a  characteristic  example  of  a  type  used  in  the  17th  century, 
though  more  often  in  prose  than  in  verse.  The  greater  part  of  it  consists  of  a  sum- 
mary of  the  life  of  Christ  and  of  the  principal  tenets  of  His  teaching.252 

252  See  Appendix,  pp.  116-121. 


APPENDIX:  COLOPHONS 
FGA  50.3.  FOUR  GOSPELS,  12TH  CENTURY 

FOL.  3.  $."">  muL  f  ^.pm^fig  in p<f  mil  fi  unulftu  jjt  q.b  piuiqmiib^ nt^  ft  Lit  pmiiftq  q  L  — 
qbglfiuqiu pq.bm f  iqfimmitmqni  tub  u  ,  qfi  gun.  fi  ^" [< [' [J  ut Lb in m p u/h £ui nit  if  b  q  iqfiiii inn— 
nt  JJ  fn  ij  m  p  in  in  j  in  J  I'  /"'/  ifumifmlpuiit  put  J  fit- ,  uituiAibnniiin  Ifmit  n  ijjlj  m  uii  ,  itlfuipm— 
If  b  pm  fu  n  p  uj  ii  in  j  uj  p  If  qiifiimlf  if  nt  iiuilf  n.bqnqit  bpifiit  b  pipit  bpiuitq.  mni'lip  •  npnq 
<,p  auiii  qhplfiitu  jfiit  if mpifitn  jit  if buimqifiuit  p  tit  n  tit  m  pb  f  rt  if  upuip  iti  tit  If  ut  ii  tit  tq  b;  u  •  iu jit— 
"{i"  ^"'<f»"L"J'l  p'i'i'f'p  tfp  tun  ,f[,  ymqm^mpbm^  qpiipbpm/fmjfiqii  Znpniluu  tup- 
in  tit  If  tit  (but  j  ,  n  p  i J  until  Spu  tti  up  'jlptt  jm  fib  mil  put  it  pit  :  Hi  umfi  bL.  [it  n  piuitut  nit 
if  bqnqit  it  I  fin  put  if  pm  f<l  fn'lip  ,  u  If  u  I,  in  f  jut"  uiViiiP  Ifiuunilitbii  iffiitpiL  ij  m  in  nil  b  fi- 
ll pr  fit  ,  tiipfiijumiibplfbmf  Ifutptf puiLp  ,  ii  b  mil  if  it  bu  fun  jmlfiugu  .  npp  ft  if  m  pifii  mt_n— 
pnt-p-ftHuu  bi  ft  jinn  *it  tfbtf  mjtuimn.hu  pit :  U.pq-  m  n  m^fiii  fu  n  p  miiii  fnpp  n_bnmt_p 
itlfiupbuj^  tiLuft  if  ut  n  uiQfiii  fit  n  p  mil  fiu  t/*  n  pb  pit  ftefl  b  iii'li  funp4nLpq.it  :  U  ftLUpit  hrp— 
pmitfip  if  Stun  in  iu  in  ti  L.p  fiLlt  b,  tit  If  mil  ut  p  n  tin  if  it  uipmuipritf  initipb  pij  .  4tuLpii  ft  if  b  — 
p  lit  j  If  ill  if  lit  ft  ill  if  it  11  fl  p  111  if  111  p  rf  p  ,  q4ftit  uiLfl  flillitqii  ,  if  if  ut  p  if  ut  p  lt  in  If  in  it  be  if  pit  in  pn — 
i fin  If  u  tit  ,  in  pin  ut  p  ii  j  blfbifbifi.uj  ,  if  m  p  ifit  m  Lfi  p  itf  in  a  ti  l.  lifi  i  p  ,  ^Jit  in  I  n  b  ftt  if  jt  imp 
I,  Ifbifb  if  fui  :  \j\iqm  bplfpnpq.  junpuAfu  4unf  mufmmfiL  inf  ftii  ,  *  it  pp  if  I,  tj  in  i  p  q  ut  p  if  tup- 
It  ut  j  ,  tjjt  itbppu  nLubfnif  if  it  /» «_  ut  qbtfit  it  ,  qfi  u  If  in  If  mil  if  njn  '  P  f"  i'  ffnt-auju^£  1 
itppmq.nju  ,/ until  ,n  nut  9 /lit  ml.  unqu,  tjit ,  jnpnj  ifhpujj  qlfinpiffipi,  Ifutif  ui  p  uiAb  i.b  m  f 
if  ut  nit  ui  fib  mil  if  ii  A  ft  if  iifui  unit  pm  if  uiij  ,   ft  fitiitf  ftp    U.um  tiiJtn  j    b  fulfill  qu  :    J'  ulf    ft  if  fi— 

$ngu   If  m  it  pn  mm  If  ulfutpbii  bpiftubutf  ifuiuit    ( f  ol.  4v,  one  line  cut  off253)  bju- 

ifuipu  if  put  A  mil  in  jut  If  utit  rn.ii  ft  if  fun  pAnLprp  ft  if fif^fi  Ifiugbut  f,  f'n  If  Ifiupif  fip'h  tf-ftiib— 
f-nju  if  m  nit  qtfb  ffpfiubif  b  If  ft  pbpbftiif  tf[un  p^ni  pif  u  ft  q_^ifu  'f'pfinintiiifi  :  f'n  If 
if  bp  ii  in  jmpff  iibiin.il  fiu  juujuimpmfjr  m  m  p  nth  b  ui  f  qymii  p  mi.  pit  fippb  I.  in  if  p  mi  p  h  mb  — 
If  b  in  j  iiL.ii  ft  tfjfit  rt p£,ti  i  pifii  m  it  m  n  t  mb  in  j  flit  mil  in  i.  p  ^ii  ti  i  fl  b  in  ii  it  b  If  L  in  j  :  f1  n  If  bp— 
pnpq.it  it  if  uiii  uiiqlt  n  q_bqmi.pu  ft  funp'Zni.pq.  IJ,  it  m  ill  ut£r  ui  j  ut  j  mil  ti  l  fJ  L  ill  ii  b  If  b  in  f  , 
ulfftqpi,  mii'ltnu  mil, it  If,  Ifiui, ,,  ,fi,  f,i,  .  bpbpit  q  fnffip  if  f,,„  niimlfinii  (luuiniiu^iiijiitjin- 
itnt-Pbmuu  ttipmrn  jm  jitibfiiif  jnpnj  ifbpiuj  Ifiuif  u,  pu,  iji,  ubqmuit  pnamfumni,  <pn,f.  bi. 
ft  if  b  p  in  nit  ub  in  if  pit  •  if  ui  nil  if  ft  b  lit  If  bill  f  ^  p  til,  mi)'  pit  ft  p  p  1. 1  Uf  in  ill  p  ill  in  Ifiui  qfunp— 
4  n  epq.it  'fip  fitt  m  n  it  ft  :  f'n  If  ■inn  pii  ifuiuit  qfi  input  f  in  f  pi i  inn  jb  finf  ft  funpmiifiii  mil  in  i  — 
pbiini.pfiL.iiu  be  ft  fum£u*  bi.  npufbu  m  pin  fm  fpit  ft  if&£  tf  m  pb  inn  mil  I,  m  q  l\nfnp  bL 
4  m  if  uip&mlfp  <  p  ut  if  m  iiiiiinnep  be  mint  p  If  in  p  :  ]Julf  unqui  £n  pnpq.it  jiu  jmiib;  qq.bif  u  b- 
Ifbqbqnq  ,  q-hqiULph    ^  iu  if  m  p  ill  p  p  m  it    iqm  m  if  n  i_fj  bin  if  pii  :    {Tfimlfmpq.  pmitftLp 

q  mil  in  q  uiii  Ifiui]' ut  putepii ,  nLitbfntf  fi  if Ifmif mpmnit  qjfuuj^jx  \) l  bpffUL  m  if  in  lii  m  If  bp  tq 
^ujL^it  ft  it  if  ut  uuijbfnif,  f'pp  "  £  bpi^  it  ui  ii  jq.  utqutLufip^  ,IJ  J  [  iiif  utunLpbutS p  ^ 
if  m  nil   qfi   ft  pp    urn  ftii   ifinq  fiii    urn  pp    bqbit   piiq  n  i.ii  in  If  p    4nq  n  fit  "['['", I '  If    m  p— 

ill  in  q  flit   ub  mi.  it  p  pmqn  jiiit  ,    if  in  nil   qfi   ii  in  fit    it  m  n  i  b  pl}  p    mil  qui  I  ri  ft  ft    4  flit  mLpftitmqit 

253  The  missing  line,  as  seen  from  other  manuscripts,  had  the  following  words : 

itutpiTLuiLnp  qiiuigfiLp  ,  a^ntfbi-iipu  Ipu pn.h ftnf:  Pulf  nulfbtfnju 
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am  fi  lfi"Lpnj  if uippnupfiuu  Ipui  pit  ftp  uipLunf 'pu  "fi pfiuinnufi  t  \,n juiqtu  Lu  quhquihu 
qtfpTmp'u  uAiiuuupujghiu^  hi.  npmjU  upu jh  umiu ynugL u, L  fllf uiguj  Ifuiuiuiqhu  qnp 
f'ppuumu  mp^iuuhi  pulL  Lq^fiupp  L^unf  uipiugu ,  iuuq.pl  u  p  ifLpiuj  funjiu  (fol.  5) 
Ljugu  qnjq.  urn.  it  fit  fimuu  Ipui  pit 'ftp  Lu  hjuiun  jm  .  fuiu  pu  fuLui  £  'Zfiuq.  ^t^"t  ^ '"~ 
uiutf p  p  ifhpA  p^rp  it bp  A  q4fiuq.  q m in n rj  lu Ipuu  ,  hi.  q^fiuq.  utui fu in uihutq  uiuppuuigli 
u^uiuiul^h  fru/f  uipif  uiuhufipu  p  uuin  pnuuui  ft  i[Lp  pnuiihin  ^ ,  ifiuuu  qft  jLpl^ph 
in u in p  &£if m p uim.p7pL.il  pnuuiuu  if  h  p ALiilupn if  urn.  ijkppu  Iputpquu.  Ipufuui ^uighui £ 
uipn-iupnL.pJtruiif p  npiqhu  hi.  q.phui^  hi  I1  ul^  hplpnu  4iuupu  l^ui pit ' puilpuinugp  hi. 
If  in  pit pm  in  in  n  i  u  p ,  npiqhu  uitiuj^pu  funpuiufiu  u iuui u  ui un  p pu  ,  up  pJhiubui  hu  if  m  pit — 
umf  it  h  lpjii_u  p  hpu  ft  unp  funp4pq.ngu ,  ui  J  f  Auijufiu  hi.  phpuiunif  qhnjuu  phphu 
funp^nupq.'.  J*u  l[  4fiuq_h  p  pn  pip  funpiuuu  qunjuu  phph  qjunp^nupq. ,  uuinuhpu  iqm— 
/f  in up  hi.  Ipui  pit  ft  pu  iijin jb  mituAiiti j  ,  hi.  ^nu^uiuu  iruiqlph*  puiuqfi  fuiu£h  if  hpAhguiu 
hu  q.nu£iulfp  j  in  pm  [J  L  muu  4mufili  .  juijmuh/  "fippuuinup  uiphiuif pu  ipph^nt.pJpi.u 
4fyfJ  I  it'll  mi  tug  .  uj  Jl  'I  ln  hi  u  p  n  qh  p  tfhpujj  I  fin  qfi  tpt 'lit  p  q in  p h  ui  Ipuiuu  tph  n.  u  £uiu  ui— 
hjb  qfu  up  s  //  i^p'f  'i  tfiuuu  tu  junpftlf  hphp,  if  fiuijli  fipphu  qtf  uipqiuphuilfuiu  hu  qjttui— 
q  lut.n puilfiitu  hu  if  p  m  4ui%  in  j  in  If  in  u  :  u  If  unuLufipii  lip  hp  uuihtpnuup  p  if  finuif  >fiu£fi 
Lfhuif  .  uiuppuuify  pLpLpntf  q^unifli  uin.  unpu*  junpiuuiuuu  hu  Ipui  in  qui  p  uiu  tu uu  , 
q  ui n'li  Iphqhunq^i  qpuiqg pnupl  jiuU  iqmqnju  ft  ul.pptt  unt uiukpnij  •  tuh. 
hq^hupupu  ifhpA  mn  ijhppu  uhquiuu  •  qif  n ij ti [i it £i  hu  m  4 m p n ij *li  fi  phphu 
qpin p^nupqu  •  npiqhu  p  if  jiuu  tf^uAi n ijli pu  quiutubtfp:  l?u  IjiupuiLiiu  tun.  iqniuupqu 
if  in  p  f i  in  if  hu  in  n.  pmptiupu  .  ['  u  l[  Alfii  ujpuiqpu  Auijupu  n  pu  up  q  ni  JJ  h  tu  if p  ji  ^nupuu  • 
<nqinju  m  ti  1,  tu  j  mhunupT-hiuif p  ifmpquiphjigus  jnuiu  in  u  L  in  m  p  m  u  i  in  ij  u  urn  jL  ^mj  : 
I'uff  ui  pm  fin  [tu  pu  nufplqq  Luui  i[ihuipuiu  (fol.  6v)  pu  quipq_uiphuj  puiup  tjuiuu  qfi 
4nqun ju  ui pJ- uAiuiun p pii ,  u in fu  quiuAjtuu  jtuphuiug  ifiupph'li  :  t*ul^  iJhghpnpqu 
hu  bufitukpn pq~u  uhuiuu  unuuiqhui^  hu  Ipuipif  jipu  4utpuwuinbui£  ptu^u/tiui jul^^iuuu 
fiuq  I £tu  if  ui  pm  u  Lit  ni.  in  :  J1  u  n  u  j<t  hp  n  p  q  u  hu  jtuuhpnpqu  Lu  m  m  uu  L  p  n  p  q  u  Km  if  ui— 
qnjq.  if  ftifbuiug  hu  4uiif  uiqtupq  L tufp  4untjfh  hu  unpnq^i ,  jt  fumi'li  hu  fi  juui jji pb ui pli , 
j  m  n  ui  p  L  in  j  u  Lu  ft  J'uipq  ui  piu  uin.  "tin  pm  Ipuiiniu  pLui £i 

Paper  pasted  inside  top  cover. 

IT  ui  q  ui  q  in  hut  j  hriuqlphulpuip  Lu  u^utmfpb p  m  qui pq.  unupp  If,  lL  in  ui  p  uiu  u  np 
Pthu  inuuf,  qj[,^uiininlLmpiuus  uijf  puin  <hinu, /unjq  hu  pliuuiq  uim  <k uiqftmui g  %  <ui- 
t  ui  u  m  h  ui  u  /puip&ft  ifcuL L  q  phf  m  n  uh  in  [  £i  nu  U7uiuq.fi  u  m  p  n  qji  ljn  uh  ij  muu  iqutptu— 
muiu  ^bpSnj  tuppujjpu  L^fi ^Iphgung  x  9.np  puiqnuif  u, ^[u u, ,n n u[J L unf p  /,  Ahuu 
pbpbui£   0  nijji  <    'fihpnq^ph  Stp   *9 huipnuhuiu  ,  unufrph  Aouh  ft  j{i£iuinui/{  juiiLp— 

J-uilpuiu  ->n  jiiilpuiiq  i/uiuuig  Qififuinnu,  np  hpphifu  hp  tu  fttrin  puiqif uipqjtuu  hu 
\\,u  ui  n  i  uibrui  p  L  in  j  ni^jih  Ipui  p n qfr l^n  u lu  g  ,  Jjpuj£unp4  4uijpuiufLuiuig  $uiuu  ^  [J  [  f1  ^[['n  J 
ji  J^^puiuuiu  ,  juiunup  4  put  £iu  if i  ui  n_  Sou  ft  *\JL pujifin  juif  uiu  IJ,ifLuop4uLuif  S ft  punt op  U.— 
uuipuim  l^nuu fin  Wuipfiunf  nu  ILuuinLUiZrui&u fi .  ^oop  iqui ^miquiu ft  uripfiu  ijjuuuig 
Qifuiiun-nux  U.pq  uiqui^h  unufipnq  unp  fill  rlUJ"  uiVhnpq  u  Lu  qifiupq  ui  iq  L  in  u  qfi 
qq-nufuiugftii  puui  tfiriLfJ  n  j  full  m  if  rig  ftuphuiug  mUif f(t  m  p     iqtu  4  tqitiu  n  l  p  fi  uu     imp  fill 
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jft^uimuilift  .   qjft  ftJbujbin  bu  upnliuiubu    n  tub  ft  if  ft  ft7nLqftlj>  ui  J  ^  inuiliuit  ji'li  bu  it  lib  tu— 
q^nju  nuipuiLup .   ti.  np.p  ilutjbgeq-  jftlbu^ftn  ft     u'£[>lu,ft'u  J  L  bi.  uppuAmiip  titqo/Ju 
Abp  rfimi  tuiun  ifftiupuib  bqpuijp  Qbp  ft  "fipftuuinu  Sftunuu  jnju  if  hp   bu  tftpt[ft^ : 
/'  Iftpuuumu  ft  Pyjiun.  junj'ft  SLu,r,u  unf  1897  Oqnu.nnu  15  unp  uintfujp 
ft  Iftpujuuju  ft  Zlflfusn.  ft  pL„jl  Zuijnr,  fhZlj!}  Zpnuiftg  ft Q 

3'    'fibpniftpb  u^prp. 
Sip  Vbuipnubuib 
Ifftuipmu  Pj'ifuinL.ub 

FOL.  2v.flpg  ^ujjbfigrp  qn.bnhgliuinujpq.  \JnLpp  Hub  in  uj  p  uju  u  mju  jftlbulftg  ft 
'fipftuumu  iftplift £  if  bp  bt-  J"  ju  tpfbniuunp  briumuj ju  qS  ni^muubu  'fibpni^pb  q[pq-' 
S  bp  bin p n u L in u  Ipn u in uiu rpb n uujo fjj b g ft  np  jft'-p  ujpruujp  iftui u in ui Ipn gu  'lint  ft  pi,  tun 
ijiuuuitj  ,/bpuiiftnftiifiu'i,  UJLuop^Lu,L  Wliuiptum  IJnupp  U.u  in  n^uib  uihu  [,  np  ft  pbiun.'b 
l^ftpuiuuju  •  flpnj  bu  uppujunutp  nuftiuift  if  ft ut pujbnL.pl b uju  h  uiuuipifuiu  (Jjiipuiif  bu 
bipujjpujlifa : 

ftul,   op  pbbiujfuju   h   jujJft   SbmiLu   1897,   jOqnuumuft  15 

FOL.  77v,  lower  margin,  frbbu  ^,,,u[,  if  ft  ftJnuqftln  ,^,,,1^,,,,  hftu  IJnupp  Hubuiui- 

pujuftu  ft  '[bpujj  mjup  ujifbumjuft  jbui  biiuuhinju  ft\}bpiuuuiftnj  nup  jujifft  Sbiunii 
1879  uuiuiijuj  j  qunjuu  lit.  ft  t^iiiiu  jHjuftluiuj  1885  hiuifbgutu  nifuiun  f-"b^  i/nu/nif 
ltnn"  <m7'"/7  fypuiu^U)    ui  j  j  n£pb£  <ui£bujL  pbb~ujjbf  .[iiiuiuiju : 
1897   Oqnu.nnu   15  8-    -fibp.    ift.    Stp  ^bmpnubuju 

FGA  44.17.  FOUR  GOSPELS,  A.D.  1253 

PRINCIPAL  COLOPHONS 

In  blue  uncials,  on  gold  ground: 

FOL.    12V.       (\±  jujuuljftqpu  Itngn  ptuu 

"bnju  bi_  b-iunlibuJL  jujq^u  ifmp^liuju 

fl p  quiju  if  muibuiu   tin  L in lu p uiu 

Jfbq  4h^bgbp   Auj ju  gub  ni.fd buth 

*hnu  qui&hnnu  ,gn  put  u  ft  qui  bp 

Ijnumujumftu  4nu[ftu  puipp 

I, it m u  jujftTnn.  pbq-  tybujpnuft 

bpt^i  ^1  'l"n nil  uiuinhiji 
FOL.    13.  Hp  jujifbuujju  £btnn  UJLpC.bpU 

^ujunLpg  qnt  n  uihp  Suiuui^/,u 

U.p"~  tp^nLppnq  uijuifu  u pL.pl pu 

ki.  qumujgnq  untpp  liwuttfu 

V\b\uJL  [,  i/nuuiiq   np  juiupnn^liu 

fiujqiffa  fwhq,  J>bq\  ft         pumu ft u 

t/L.  b-uujL.nujg  unpftu  nnnpifbugftu 

lip  juii  ftui/.iiiuu  tfft.jn  ujupZbftu 
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FOL.  223V.  In  gold  bolorgir:  \Juiujg„n_  unpftli  4nnhunp  uth\p  ^nuuipiiqftii  jft^hu- 
tj  ft  tun  uifift  ■/* p  ft u  m  n  u  ft : 

Fol.  285.  In  bolorgir-  <l>ujng  iftmnujunphui  t  u ni  pp.  hppnprpnuftfhujuu  :  If  ftuipnuu 
qiuupnuftfhmuu  :  Jj  pkpmiiAbui  uihpnuftfhiuuU  ,  hu  if  ft  htuuiiu  phut  L  ftulfnuftlh  lu'l/'b  , 
4uiup  hi.  npipunj  hi.  tntpunju  uppnj  j  mi  ft  ,n  I,  mil  u  jmuftuihu  ftg  unfhux 

U,uutnuuib-ui  jftii  uftpnju  4hinhunuifu  p'lim  un  p  I,  m  f  h  juiuuinuuib-uiuhp  miiAii  :  Qft 
uitfhuuiju  puiphuig  ulfftqjiu  hi.  n-njnuftfftuu  ft  uifuiuh  £ ku  uijhfuiip  qiuupiuunp  h, 
hfih  up  unirf  ftU}_  £ui£iulfh  ft  Mm  (fol.  285v)  Hi  uiu^iuui  Ifiupmimft,  hi.  umuiuLf 
[j  ui^i  hui  j  :  Stp  ftfhufhut  if  hi-  hu  4uiuuiui  hi.  jn  ju  utuhiuju  ft  4uiun.hp£huipuu  nuhftii 
alpui in ui p n uifii  :  J'  ti  If  uhp  piJ  'J  uiuuinubrn j  f  h p  If in pmA if  ft  j  uiitd  in  if  miiiulf  jiuuftuihiuuuu  : 
ll^m  nil  uijlmpftlf  unupppii  hi.  uiptutuppu  m ii  in  9 ftii p  ,  tjuitfhuujju  ulfkuiuu  ftuphtuUg  , 
'li  L  rj  n  i  ft'  I,  m  if p    hi-    *  "'  ['  ? 111  [' uiii  ""  p  mum  pm  kg  ftii  ,   ft  uf^pii  uiuurnuin  j  p  I,  lL  ilL  w  j  p  : 

Quiqiutpu  ui  /imp  ft  If  hi.  Sip  hmnnpliq  ftii  uium nuiuiuj h^n £  i[h pmuftmnq  £ uijn,}  , 
tfunf  hum  jit  nlfthtuuu  fti-p  uiumnuinj  uftpnju  unuftphiu^  ft  if  mil  If  n  l  ft}  Lli  ^ :  $uiifk— 
iimjii  if  npb  u  p  in  p  ft  u  j  ui  id  in  pm  if  ft  in  :  fju  ft  uf  ui  j  b~  ui  n  nt  ft}  fti'b  intuit  mum  rri  frnj  iftnjftf  : 
It  u  ft  uuiiugnuifu  u  in  p  p  If  p  in  mlfui  p  mil  in  rj  tub  tuufh  rpui  n*  f)  p  if  hi  jnuunif  hi.  uiu4utitt 
uftpmj  uuiuiguiL.  hi.  qutju  If  hli  u  m  If  ft  p  ,  hu  ujuhuiui  pnup  puiuu  putuft'li  mum  nuinj  : 
fi^_  ft  iunlLi  qftfkpnuftJftuu  iiiulpuipiui.in  hi.  iftuipffuiif  utuiu  ftupn j  :  U.J£  ft  ^pnuifu 
i ft  in  i ft  in  rj  if  in  ii    in  ii  in  m  uih  in  n  ly  p    4nn.nju  i 

U.p'l  n.phguiL.  u ii i  p p  uiL-hutuipujuu  ft  ft? rii^ui lj mil ni_ftf  L  u/h u  <,ui jnij  :  Q  ft  : 
(=A.D.  1253)  ft  uni_pp  hu  fiiW/u,iip±ui,r,„  ,n  juipnnn  Inn  (f0l.  286)  n^^uij  x 
Qbrp  ij  mill,  mi_  u  m  p  p  j  n  lu  ui  I  n  p  £  ft  ii  if  I,  pn  j  hi.  ui  u  m  n  i_  m  b  mil  L  p  lj  utiipp  \,  ^in'li  ftu  , 
hu  i"  J  [  p  in  ipiiu'-t  m  i  in  p  u  p  p  n  rj  ii  :  /'  ft}  m  in  i.  n  p  nt^  ftl  li  mil  n  ^mjng  Z,  I'  ft?  if  "  J  upm  jS-uinui— 
■iiui  m  m  ft}  m  if  in  i.  n  p  ft  y  hi-  p  in  p  L  n f  m  i  m  ii  prfii  j  it  n  p  m  li  Lull  ft  :  f]  p  a  if  m  m  ij  lt  m  it  mm  in  b~ 
If  li  mil  u  p  m  p  ft  ii  hu  mil  ii  m  u  mil  fttfuitpuiun  pnuftl  ftuii  ft  iftiun.ii  ft  up  •  2,  p  m  if  mil  m  u  L  p  $  mil  ft  If 
hu  m  u  inn  i  mb  m  if  if  L  in  if  If  m  ft}  n  if  ft  If  ii  u  ft  sui  jn  n  ml,  tnnii  n  n  in  in  ii  if  li  L m  :  f)  p  uinuiguiu 
T""  jftlu,"""ll  ^ntLnJ  hFnJ  hu  iliuiuqmg  ftupng  hu  hnjptupg  4u.un.nugh  fn g  ft 
ppftuuinu  : 

Xkprp  uiqui^hif^  qui  if 'huh uh uAi ,  n  P  n  thuinuiutuh^  ijuiii ,  hu  Ipunf  uiuu-utftg  ft 
fnuuuiunp  puiuftg  u n p in ,  hu  Ijunf  ifiiiifiuiftmp  inniim  j>  :  Q ft ^Lu^ftp  ft  ppftuunnu 
ifjp  m  p  I,  m  ij  j  ft  *  in  in  in  I  j  m  if  in  p  J  mil  ft  ii  ii  :  Quthp  ^1  n  u  in  fiii  tf  ftii  uiuui  nuuib-ui  Ufium  ftu  Ifm— 
ft!  n  rj  ft  If  mi  4uijng  :  f}u  ifm  if  if  m  if  in  i  m  ii  s  m  j  p  linpft'li  q*l^ui4  puiif :  fju  a\gpftuuinuuiUhp 
if  ui  jp  unpftu  iplj  tiL^ftffli  :  I?  t.  iff,  if  p  in  p  u  iir i  ['ftii  qfypftiunp  hu  q*frknpq.  qi£iuqnug  iftn— 
ftihghui  fu  uin.  pp  ftu  mini :  \} u  tphnjpuiupn  pruft  unpftu  tp$iuuq_nug  biu  ftft  ft  uihpt  Sft^hu— 
£ft,p  hu  if  Lrfpmipnpifft  (fol.  286v)  unpftu  rj  tup  J  in  li  m  iif  in  m  ft  u  UMuinnuiubr uiuh  p  put— 
4  uili  in  jli  ifpf'iipmi  hu  npp  ft  u  in  mi  in  u fin  4  npq_ft  ft  up  tfj]  mL  ift  m  liiimi :  J}  u  4unf uiuphu 
qunfhiiuiju  uiqtpui  jftuu  fti-p  rflfLli  if  mil  ft  u  hu  niiu^hghiu  pub  :  (imuq  nqnpif  nuftfktuu 
gujuqhugft  ft  n.hphqif  uiuu  uu^hghfngii:  \} u  Ifbgnugft  £h ,  lphun_uiunuft}ftuu  uiuigh  h^hii— 
ruiuuhuigu  pu*p  hphju ju  uiunupu  : 

U-JL  P£  "4*  uU'"t  hu  lubhhni  uftpmj  jft^hugh  rf  jft.mmmlfhiu fnq  ,  hu 

imp  ui  hnfttjftii  j  ft  ^li  ui  fp  jnqnpif nuftfftuuu  ppftumiiuft  hu  uiuuinuin  j  : 

Uptp  nij  piuli  hu  jnjui   fli£  hhuiu,g  hu  ftif uiuui nuft} ft ub  hu  quiupnufttftuu  uiuinm  — 
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b-nj  jftunuu  ppfiumnu:  /'  pn  jm^iuunp  Lu  unu/{ui[fi  qui  fumbmuq  :  ({ m <> /. q  q  m in in u— 
in  lull  [in  ,  bu  jmul{m^mn  mmbufiq  :  /•  Abntl  uiufuuiuu  if  ftftinpq.fiu ,  bu  luupiuppuin 
n uj p L [u in i  II  fi u  :  f*'li/jiiifyfiu  qui  bp  n n in'h n  fin  ,  {'""  luptbrnumunp  bu  pbq-  4uit  in— 
utuipftif  ij  miiinui  l{iuun  p  11  u  pn  :  bu  piiq.  puinpbui[  <  nifji um  u{b ui  uu  tnnunif  qppiu— 
pfmu  juiqf^ujuui/[fiu  ,  p  pn  j  mnui  in  in  A  ft  p  bu  J  uiVu  ft  iu  q  (fol.  287)  U[iu  pq.buiugq.% 
\Jl-  tg^l  >["""  p  ^"jup  bu  purp  4nq.un  jq.   uppnj  ,  jini  [1111L  nihil  juiuftuibufig  :  ujifitu: 

Jjl  m  p  if  bu  mump  J  uiu  Li  uAnqfim  m'li  if  hrnijn  ,  (j  n<.mjil}u  ,  jbpbuu  uiubbui[  in— 
qui  ^ Lit  qmifbububu/u  s  jtt^L  l^^l  ^L  tpfbpuu  unfbuuijux  fju  fun^npnuf^buiu  bu 
u  [11  m  juiu  m  ij  muif  bquiq  ftp  fbpnup:  Qjt  m  //  m  p  m  u  in  J  uiifbumju  ifubqfi  ft  q n  phr  11  ['up; 
If  111 /{in j  ji  bu  bu  iifm /{inn/,  m  1  ft  uq  ni  1  ft  {in  11  n  j  jm  <mij  inbunufJbub  :  I/i  ft  ^nqi.n j  bu 
ft  tfmiug  [in  un  j  mifbubufia  njpUbui[%  IXj  [  4ujp^bnj[  j,  %'li n pAiu  >ni  p  m [bus git  %  bu 
ii{  111  in  Ij  111:1  L  in  [  jiu  11  m numb  ui  11  [  in  utftu  upturn  l[bpbu  ,  tpbrtutuphg  ft  i[  11  m  pum  fiifnuif  /{in— 
pft'  Ift-  'I  "Lp  11  [1  pm J  nuqijbgkp  qpTfiupnuft  ftuu  :  \l  u  mum  numb  m  n  s  ///  u  in  pml{  unfb— 
hbgnuu  nqn pifbu  qfi  bu  fiupb  bqfigfi  uiup^ubui[  jun  fiuib u/lm  bu  juiuftuibufig  J"'~ 
uftmbmUu  :    ujftu  : 

FOL.  287.  In  large  bolorgir  by  a  different  hand :  bu    1/nuuimuq.fiu  &mnmj[iau 

muuinubm j  brmn.mj  bu  nqnpif nufifbmifpu  mumnub-n j  /{in  f<J  n  q  fi  l[n  u  (fol.  287v)  mifb— 
uumju  <u*jn&  np  buinu  qpbf  qmuL  mm p i./li u  qm  ju ,  jmqmqn  mnij[Ai  /i.fnj ,  jpu- 
ui['p  bu  ft  puju  ujupjiuutbuig  i  bt-  nnl{nij  bu  111  ph  in  ft/ 11  ij  qmpquipbgp  :  bt-  fiif  tnbu— 
Liu  [  qif butuutnuiu  uiuuiiquimu  q<pnuu  bu  if  £ituptuiibg£i  qftuphuiupu  ji  if  ji  11  { in  ^  in  m  LU 
bu  ji  if  [1  ubqu/li ,  bu  mn  fill  pupbiuug  uut^ifuiii  pum  l[iu pL m ij  jtupbuiug  ,  bu  bu  if  ftui— 
puiubgui j  P^'rJ-  unuutj  bu  u{tupq.bubg£i  ungiu  qttiubmtupuiuu  quiju*  qnp  [in A  uuiiu— 
gb[  hfix  (}  [1  £iuinm /[  fiu<$  bu  bqpiuupnpq.n  j  jtifn  {^npnuft  puis  inn  in  j  ji  :  bt-  bunquig 
ifbpng*  bu  bqpiupg*  bu  pbpg  ifbpng'.  SLf^  u,u '[' " '/' " /"  ifuuiunk  ji  unupp  nufuuiu;  bt- 
ifji   np  [t^fubugb  4tuub[  quui  ft  unupp  in u  111  u{iiim/>u    njt  if [1    uiu[i&-[iup    ufuitnJ-buufi  s 

COLOPHONS  OF  LATER  DATE 
FOL.  224.  Bolorgir.'  bu  Sfrpujuinup  bm^u^niqnu  tlbplfiu  uuiuiaujuq  unupp  ujuhiniu— 
pujufiu  np  nmmgiu  qii.u  [,  <ni[mL  .[.iinm ,ul[nn  [ntnn  l{,uq,rLij[i  {ptfu  bu  bq.fi  j [,- 
£iumml{  [1  unupp  in  U  in  iqmmu  /$ ui  pin  [1  £ui  pn  j  [1  qui  nun  n  Q  pif  {l^ljuib  ui  q  nj  £1  q  in  11  h 
unupp  m  piuu{bin  [tit :  bu  unupp  mjipimf in  up  (J,u  ui  n uuib uiZf-u  fiu  :  bt-  unupp  U  ui  pq  11  [1 
quiupmijju pfiu  :  bt-  m J[  piuqnuif  uppngu  np  mum  l[uiu  \mi  mpLui [  :  fli[  np  4utuq.fi— 
jl'll'!jI>-P  t  tftuppmifiuMjL  jiuqo/Vu  Abp  quiiiuipfih  uuitugujuqb  9.tnbp  ^nuinmu- 
q-ftu  l[iu[}n qfi /{nun  ^uijng  fiupuijnifpu  4muq.bpA :  bt-  q^] [1  pml{nu  bu  qfyiuufifct  pm— 
^uiuujjph  qif f'^l'^i  uuimt/iui  qp  :  bt-  if"1  qlini  luumu  qS fipmmnup  h u{ fiu![nu[nu  qif  lip— 
lfiu  ummtjiniqu  :  bu  ntj  np  np  bpmfuuifip  nunfi  [1  if  bpuij  uppnj  ujubuiutpujufiu :  bu 
U.umnuiuhr  np  mnmmU  h  fi  tnnupu  ptupbuig  ifbq  jfi^/.qngu ,  bu  A/.q  jfi^nqmgq.  nqnp— 
if  bug  ft  uiifkui  bt-  n£  np  £nuufi  ft  ^fu tuu  n uff ft uu  np  qui  ju  j  fi  sin  in  in  l[u  np  b  nfuif  ftjuip 
mfi^iupnj  ifujupu*  t.uSuh  fi  unupp  *1 111  p m u{L m ft  qpmubu  :  bu  mj  np  juiuqqufi  funpt 
buMif  jiuifi£mm/{L  /{rnif  q-pmub  phq.  t[  m  m  in  iqui  p  m  b  [n  qU  q  in  m  in  iq  mp  in  I.  u  ij  [1  bu  ft 
ppfiuinnuh  111 U  if  muli  /.  [b  bu  mupiuJ-fiu  x  bt-  «'/  np  ufipnif  fun  in  if  b  bu  q  ['^"'f  iqm^iqui— 
u£  iq  in  <iq  111  u  L 111  [  [['"['  f>  ppfmmniib  bu  ql[L  mini  jm  ufiw  bu  in  /{tun  u  tbmnmuqbugb  i 
tudkui 
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Fols.  287v-288.  A  few  lines  written  in  the  lower  margin  have  been  effaced ; 
the  only  words  that  can  be  read  arc :  muhmmpmbu  brmnmjnupkub  mammbmg. 
FOL.  288.  In  bolorgir:  f^,[,,.u,nu   Humnumb  „p  jnJU  Ik*  ku  mfkumju  <mum- 

mmgbpng  ,  fi  pn  j  fiu  jmuSmn.  ipmnuru>  bu  j mu  mm  in  n utt  jnn^npifm.fUfiL.hq.t  8  nptfuiif 
if  in  u  4  p  bfin  in  Ipuiuji  ku  S  A  ^  ///  m  !j  ill  u £  L  m  ui  u  f>  bu  in  ft  w,p  kpm  up  ku  it uiptj-ut  pkftuji'.  p 
jmjliif  munup  jm^bnjiux  Qp^bmj  tj^ppuil^nu  kptg  qipnpjkgkm pu  p  'fi ppumnu  : 
IjL  alpkum J Ifjirju  pup  I'll] ni_p  jn i  'Ii  1  np  unpmj  b-.pumu  qtputumlj  pmpp  ,  n^hmuftpT 
tpkg  jp^iumml^  4nn_ung  pupng  :  fju  umj  buu  mnmub £  ipujipm  pmuoup  ku  ^k pit '  hrumurpu 
uputpu^  jnju  ku  mujmubu  nf  ppumnu  mpmpkmj  ku  tuukmg  [i  ./mumui^ng 
nupng  ku  £pmunpnup7bu£  nm  J  it  nulp^nmub-  unupp  mubmmpmuu  np  k  musupu  it  uip— 
q  '"['l"»  ■  Splinuiin^  nuMuiultpu  pupnj  rubnmpnuu {muu  l„ [,i[,„ [,J pu  ,  ku  Jp£Ui- 
tniul/  Wumunmg  [iitng  ku  mJ'bumju  mpbmu  ttbpAmunpmg  ,  ku  pul  l-uii  ^/J  ,pm<mum- 
jpu  jbmumfumg  tntuunj  pitnj:  ftu\  np  Ijmpn.mjp  Jpl/rgtg  lu'hiuuppT  bpbg  ku 
aVhuiunu-h  p  f-ppuwnu,  ku  Uumnumb  jp^niugq.  nnnpJkugp,  mfku  x  p  f^qjiu  ty£ 
(=A.D.    1381)     llkn.UM^kL  JpLkgt^: 

FOL.  288v.   In  large  bolorgir:   ^mpmiubm  nuhkpp£u  jpikgLg  />  unupp  m^mupJu 

Akp  ku  ajtup  nptupu  nJJ.it pppjkph  ku  njp p  buuiurjuu  np  ipnpjhtu^  t  mn.  'fippuuinu , 
np  uip&u,p„,[  nmpn.mpbmg  qunupp  mubmmpmuu  ku  (lumnumfr  jp^nqing^  nnnp- 
Skugpl 

FOL.  288v.  In  bolorgir,  by  a  different  hand:  Ikumnumbr   mupfrb   tfuubipu  ku 

*ubLU  "Ptl'u  q^lnnnuu  ku  ajpup  bbumljpgu  ku  qftup  bqjtmjpu  np  ajpup  ijmumgu  afju ^ 
uinnuu  in  i j  in  j  um  ijijju  p&u  kjp-nrj  unupp      ut  pmmkm pu  : 

FOL.  289v.  In  bolorgir  on  paper  leaf:  %mpAkmL  jbtllutb-i  b  >t  "'4>pu'il"u JL  UJ~ 

nopTu   Akp   qinuinku   fluhkh*u    np   km    Ipmnttbj  uunupp  mubmmpmuu  /'LP  ^u  [''P  UJ J~ 
pnSli   ^wpn-uiupu  ku  4opu  ft* n uit ' ui u pu  ku  ttopu    \0 pit pnjpu    ku    itkhr  Ufujufnuii 
p^fypu  ku  itkb-  itoppu  frithiuu   ku  ki^pujpgu    ^kuipnupu    ku    & pujukfjiu    ku  4opkq— 
putpgu  mbp  Xkpubupu  ku  hjnpuoilb"  (sic)  In.  b^P  nl"l  r"fU  ^nn^nju  ku  km  j^uitnui^  p 
tunuqh  Z,ujnmnuli  ft  n.nunu  \}pkgifmuhmu  np  b  Qit^m^mk^nu  tt££u  :  tu  n£  n,p  £nuub 

bitununupb^"  "p  T"j"  jl'Luj,nu,k"  nv  k        b  Z"jri/Jn'Ji  t"*-qp  <*»H  b  "nlPP 

li  p  bj>  tfiuli  /j  in  h  n.pmubu  :  tfu  mj  nj,  jmun.tj.up  bjnp£  b^uitt  juj  lp  ^imulfl;  Ijmit  tupmub, 
phn-  n_mmmupujpmhpngu  (sic)  n.mmmupui pmkugb  bu  ji  'P ppuuimil^  muifmuu  k pgb  bu 
mupmtbpu ,  bu  nif  np  up pmj  Juumtfb,  bu  q [J mj  mm^mmub.  mm4mmubm£  ibdb  b 
-fipbumnub  bu  alpbmuu   jiui  pmbuui  Ipku/uu  J  ummutubugb  :    mttbu  : 

FOL.  290v.  In  crude  bolorgir  on  paper  leaf:  fhwpJbmL  t[bppumpu  hnp  %npn- 

tj-bgo  unupp  mubmm pu/uu  Abnmitp  in Iy  p  \J  mptupupu  np  b.  Ijppuiuuonp  %  Uumnumb- 
nqnpitp  typn.mumpgp  W pumupu  4mupu  4ntj.nuu  W mpmppnupu  :  bu  ifbS-  mmmnuu 
Swjb'b  (?)  IfuJpJbnupu  £mupu  bu  tfpumubu,  fhbubpbl '»  ll /' /I' "'"'"^l'U  "P  4tu"~ 
tf.nugbmj  b.  mn.  *f' p£t  uui  mi  :  [bumnumb-  mjnpJ'p  bLP  ^untnpbu  u  p^kgkpngng  (sic) 
4ntf.nuu  :  IXumnumS-  n]J puouu  mjuipnupA  mm^b.  ft  fmpku  bu  bnjpmpu  ^nnnuuu  Ijpuu 
Z^mppu  bu  If ' puoupu   bnniulpgpu   fljpttutppu    bu    q.bnmjpnuu    npn_nuu    U.jpj b^tuupu : 
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Ihiim nuuib  mpupifp  If  puoupu  Anipuuu ,  \J,uuinuiub-  pup  ipuiuiiuuuiuiii  ,guirpg  p  uuuub 
"P    ^fr^S    ""kb  ""LLT    obmutpujupu    i^ppuuifiu    unpnq.bg    bu  tluijb/uuJ'pu 

»>i(>  'ho fil,  Li  [.up  npn.nuu  <h /, p q .„ p  [iu  ;  fit/  ,i.p  ^//(sic)  p  ^tuunu^puu  hu^ul./nj 
ltu*J  u.ppo  quhpny.  fhuu/iu  fhi&3{=  A.D.  1717)  A-  iippuuinu/i  if ui  prpui  ju  pp  [iu 
•I'u.n,,  obujuu  unfbli: 

Fol.  291.  In  bolorgir:     lkuu,nL„,b-  *^<H  ,^1  ,,,„„„, [A, ^  qbrpu  bu  qJ,Lp  f-p[,u- 

iiifiutuq  uiuuju  J-nrpnifjiupipu  :  Qnuijpu  ^puiuuu  bu  njiup  nprfp^u  :  Q\,bpub,uu  bu 
qlT uijjj^uu  bu  tfjiupbu/hg  ripipp^h:  9ffuuinuujiriuuinupu  bu  lf"-p  upipft^u  :  9.Jnuibu[i 
2,111  put  upbuilt  :  iXx\j"["l  u/uu  I' i  tjpupbuiug  npq.  fiph  :  l?'  U.uui  rn  uih  pni  nuii  np^  njiup— 
bujua    uu^bgh/ugu    <.nn_pu,    up    iF  [1  iu  ptuu  b  g  uiu  p    utpu   -fippuuinup  :  uipui   ,Tp  tp 

fptfuu  ml,, j    l[,luiu,uilL  n_ppu  p  quuuu  unupp   */ ,u p ui u,b ui [,u  :  unupp   JJ uiptpupu  : 

bu    unupp    uippiuifuijp    Uuinnuiubujfrupu,    p  ijuiiipu  fo.upuifaiupnj,    [,  juiutu^up- 
TuLpbuju    uitp   Sppujuinup   but[,ulLuulnu[,u  :     &t    \] ui b t[i tuuu u u    ijtupq  ujupbuipu  :  ffL 
Sppuiuinup  guj^ujuujjpu  :  3ujiTbu  luiupf,  1/iupn.iugbg         T"J"  <f  "'I">1">  ["[»  [>  f ■,</<»- 
jtlb3^  "P  t  "iup^.ubiuL  juiu[,uibu,uu.  uuTtux 

FOL.  291.   In  bolorgir,  by  a  different  hand:  Sblhte  bt-   (#««""  ">h  nnnpJf,) 

.uuujgbg  "hujub^u  bu  Ifuiutnumpu  bu  £p,uppu,  hi.  Ifutugw/fujupu,  bu  usj,  1,1  J'L- 
iiuiju  bqpiupg  hi.  tpnubpg  up  binnuh  Ipiuifmunp  nrpn pit nufft1 pL.u  bu  otpuui Ipu/b  bqbu 
^Jpuni  p  L  ui'li  nnupp  1}  iu  p  111  u^b in  n  u  ljjuu  ji  g"h ,  b  /  11  n  1  p  p  uti-b  ui  ui  p  uiu  u  tppujLbtu^  Ipm  j  p 
iFou,  J  iu  J,  uITl[,u  ,  L,  unpiu  puAbnbLu,[  /Ship  ubpbu^gpu  bi.  j,ujL  tu^uju  ,  bu  brppu 
d'l'""lu'k   kukt"   t   ""TP   hiupuiupb.u,    jl^uituu,^    ungui    ,u^u„upTbu,J p    brfgfi , 

ui^ut  t.ujp  j  bp  up-.  frqj,u        (  =  A.D.  1648)  kpkb"  »"p"th'"'  4»>'i>^  ib 

[,    .jupMuiub    „„bpb.uL    bp    bt.    uiuiupiuptp    ^uupgu    bp   uibp  IT^.ujb^: 

FGA  56.11.  FOUR  GOSPELS,  A.D.  1263 

FOL.  91V.  3 1"  J  ["I  h  4ujp{,Lpnpu_p  luiuuubpupip/,  bp^pupqfi  p7  unu  pb  pu  l[J  buiu  4uj- 
jug:  bu  Qu^iuVu  Lni  [iu  1^,1^,1,  'lint  una  n  b  urn  m  ,  U.ummhn  upipf,  A' Lb  p'li  Ijuuuiuju- 
q.[,uj  [JuiifiJitipii^/,  bu  uippu.jui^uirp  Ztujng  bu  Lijpuijp  up.  ujp^uijph  ujiFbuuiju 
-"■',/»</  V>[JJnj;  ITb^uitpujpJ  luiu/iu  bu  Up:!'  ti/.pn,/  f/pL,  bmuu  ntuumuuuibiutuiu- 
in m  A'  urn  pp  mi  L  m ui pia'li u  ji  ijju j h pn uiFli  Ipbuuig  puA  bu  ftif  ngu  y  bu  j p  itu  1/1  in puipfr 
luupuiuubujgu  :  /»  tuijpiinqLuin,  [J  L  inl,  tub  uj  uu  u  uiu  uihipf,  ut  bu  [,  ft uitpujun  p nugb  tub 
piupbupu^iupu  ^Lpj'nj  [ui,,  mppiujp  :  &l  j p ^Ju nnn up! b tuu  piupbubp  bu  uiuinnutu- 
b  in  up,  i  ~,  npipug  liuppu  l^bunuf,  bu  frnpnup,  ALn  uiAp  p„,^,uh„,  j[,  fi'npriii  ipplp  :  fci- 
u/pujpuiupbguju  uu,  j,uJL  bu  ju,JL  ipp^ug  npug  uibp  nqupiTbugp  :  /»  if  uu  „,n[,„  */ p- 
LbkbnJ  1'  ""'UP  ujuujupujuiu  'hfJibp  liu£bgbuJLy  puq.  <n,[u,ubuju  unupp  bu  ujuui- 
,,,  lub  iuljhp  l^uufiu  Mujjuibup  /^tbgbuj/bu  uppuju  Uftnup  U°u,up  u°bp,  up  £  JbpA 
jiuuinnuiiihuiupii,^.    n_nbujbu    fibpiu   ptup&p  lLu}hgbujL: 

FOL.  92.  bi-  ujprp  iuuiu^btt  q,iui'LuL„L,„r!i  upg  pufLLnniijp  ijiim  bu  IjiuA'  uj  uipui  fa 
[iut  [,  utftuub  jt^nflip  p  f-plmisi,,,,  ubpluiuplfr  "7Y'"',//',7  V'PniJ,  npi^ni/j, 
[""/{>  bu  Lijpuippp  bu  jpLppp  iipiqfu  ,[[,  quulhgbtupuu  Sujutpnuugb  p  ufipb/busgu 
fcup  pjupiuuux  bi-  rp" p,p," J„  pupujjpu  Ipbhi^iuubuiL^pu  uiuipupA  ttpu^bugb.  jtuifbuiuju 
ubp£.ujlLtug,    bplptup   Ipburpiuunuplbuiifp^    bu     uAiuipiuuuf     [uurunupbuifpl     ft jbm 
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mumbmgu  [Jmijuil^.g  uppngu  uipmugb:  U[i  uiju  7Z'"Y"  Jbut  wnjufhnjh ,  4uuipb- 
gmu   bu   4umpp    qip pljnup7 puu   pmqifmg   ^ppumnubpg  :  'Z^/'Z/'^" y/i    bukp  uiubif 

tj.uu.uin.  uiuijuinu  ujm4bj  p  Lpau'$J''u^  uifLUnnJgu  4pupg  ubuinqmgu  :  ttj^  qphjibb  bu 
qmifhuuiju  gppuuinubuij  u  u   "{',[>  nuuqu  rj  hbu  l^i/liu  uiuinu  [upmuinu  unpui :  ^n^i 

"»^/»  tPnLpJhiuug  pbnqkmj  bp  u^njj  Ijhumg  unj  bljhqhgunj,  ppp  bu  autpuj- 
ppu,Lhu,L   bmpi    bu   Puipbjnup  q.ujifmuljhmu  'uifu.u  bui^t    Qnp  mJ bum jJ mqmun p [,u 

<»£  "l"'-L"  (fol.  92v)  gb  <L"»>  /«-*"»/#  /'  Z^*Z"tf 

fipuiq   4pbqbu  ln,piu,uu,lLp  : 

l-»p^,ii,    ,n  jpLbL   qmp^mufiu    j^mm.u/j/,    ipfl.h    um4mu{bmu  4mjng 

q  p4mjp  mppmjpu  bu  if  bp  ,  i j  n  u  in  in  u  rf  ji  ti  p  "fi  ppuuinu  8  punuu  np  p  unju  mil'  ft 
y if uh, 1,1,1,  ifibmpnump/i  /,  fa  jmunup  hp l^mpm pbun £  fn/ubgrnu  p  -fip/iumnu,  pu,- 
pp  pinumnijjuunujabmif p  ,  4  uiu  uipiu  IpLm  j  qlphmuu  pup  i  bu  jpfuiuiuilj  p  nip  ft  bp7nq 
ju.&u.ptfi,     npnj    mbp    Humnumtr    nqnpJ'bug/i  :    tf^S,  : 

IjUiLi  L  u  in  urn  in  b  in  f  u  Qn4muubu  n  uimgnq  unpin  ,  Z.  p  Ijpmif b  pet  ij  pifnn  n  in— 
qutfkiF  qihq  4uijguL  b  iippuuwub,  [ZnqnupJpuu  fbqnugbmj  nq.unj  fnfnj,  hi.  irun- 
qmgu  [,Jng  npp  pn.n  4nqunj  bu  ifiupifunj  ijjup&u  puiphujg  qmuiuh^  ft  "fippuuinub : 
9.p  jnjJ-  ^mupu  m^uiuil.gmU  jpu,  8 u.ubm  b p^mu p b-  Ijp usuu mun p nu4p  ^npi[, a pJ b 
bu  Juijpl,lLu  pJ-  ^Ipm^ppux  bi-  npp  aJbrj  mpJmUp  mnlbp  j /,  ,,11  mm /,/, ,  Vp^imnu 
Ihuinm  „,h  qAbq^  pt_p  nqnpf  nufibmu  mptbuihp  tupmugbx   np  b  iuLp4ubuj£  juiLpuibutu  : 

FOL.  292v.  In  gilt  letters:  Qummgnrj  „np„,  r/m/p  '3 n 4 ml, 1, in  luppiub.jpnijp  <///- 
7».7  Jtl**fa  /'  r-plrumnu,    mf  limnljn.up  Imp  Vpnup   ,fm,p  J>bpt 

FOL.  294.  In  gilt  Uncials:  <f>"/nn  u,J-b%iuun,-pp  bppnpijn,  [JLuiVh  4,11,  p  Lt,  npqt  t,  j 
bu   <mtnju    uppnj    mjtlJ' ,    bu   jmLpuibmuu  jm^mba/ig  unfhu  i 

In  black  bolorgir:  Quinwgnrj  ,inp„,  nQn^mUubu  buipu/jnufnu  bu  qm  1, m n s  mb  ,11- 
uipZburfulinujnu  ujp^mjb^pmjph  <ujjng  nuibpu  n^unj  bu  nb p m [u ui ui Ln pu 
tfuipj'unj  pJnj  rtfimupjpnu  npnj  bpm/umf'p  tf.bpmnmug  b  gu/h  npmu  bu  pipf [imu 
b  to  (f0l.  294v)  ubpu  f,Lp:  \jmhL.  rjl, pl.nl, [,![  gnjpuu  ifbp  ^b^utuujL.  mppu,- 
/'"  '»/'  7/ /'"//"""'  "'"J  Lu  tjpuipbubpu  1juJLmJ'mnp  nnUiq/i,  rfiufynili  np  ipi'uir^ui- 
1U'P  """"/'"  l»np4buig  Ijpuhppu  [u  p  :  b'  qiJ' I.  b  „,,[,„,,,  J' ui p ,11  V,n /„ ,n pu  4,nj„g  rfj.,,1- 
pbuipuj  Lrjpu,  jppu  if  bp  l^bLnu  :  frt  rpf '  hhr  h  11,  uff,  m'lj  4uijng  n^uijp  mppu/jph  hi-  J'bp 
qljnuutuiun-pu  uiifhuut  ju  h-uun-ni^g  pip  bu  qui  pit *  hut  up  if  uirjJ£hiS  ji  Jihu£  4m  p^  if  bp 
bt.  hnjpmpp  j[,thL  uinmlp  qpfimbpu  f-phuuinup  aj,  aVulbghmpuu  puljuijgp  p  up- 
phphwgu  pup  junpiuliu ,  bu  quipn.hu  ifumgbmpuu  p  il'  nip  if  up  ,  jL  p'quip  Ipbuq.munu— 
fJLmifp  bu  muuipuinuif  pjuq-nupJhmif p  ufui4hug£  4nqunq^  bu  ifmpifunij^  bu  jbm 
muuibmgu  fimqmljpg  bu  if  muum/j/ig  uppngu  mpmugb ,  bu  mifhubgnuug  uin_  4  m  urn - 
p  in  If  ifhq  nu  Ahq  nqn  ptf bug  p  "fippumnu  U,  11  m  11  l  111b  np  b  ujup4ubm  £  jmi.pmbmuu  : 
UMbu: 


Fol.  120v. 

u,bp: 


UNDER  THE  PORTRAITS  OF  THE  EVANGELISTS 
Qifbqmufmpw  ulpxupp<u  qjj nuuiuiunpu  bu  qb~unqu  ptf  uiijiniL if  J^lbj  p 
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FOL.    172V.    ^.Ibriiuiiiiupiu    he    qiuuiupcbiul  u^Ui puM^pf, £u  tfi  nuuTiuurfu   he  nbunrpu 

H  »>y»';'"r  sbihL  b 

FOL.  2S5V.  ^•fhqiuiuiupin  he  atuuiupJ-uAl  huiuiu ju  n*! n u uiiuu q  f/h  be  qVunnu  pj 
jt'LbL   t  mkp* 

FOL.  292v.  In  gilt  letters:  2»""",7"'/_  •"•[""  i">Zp  8n<u*uutu  mppuibqpiujp 

jnrj  jpihulfe  p  -fipfiuurnu ,    „,/  Ju*uhnJ,£  imp  Vpniip  Juiep  Jbp  : 

FGA  37.19.  HYMNAL,  A.D.  1651-52 

FOL.  435v.  8u*J[,  Zu.nu.pkpnpn.p  jhgtu.  ppepaprf  j[iuuhp„prep  hplipnpiep  [1  mm- 
>ui £nep7bui!j  puut  ifhq  if lupifiiujgbpn j  fiiuiipii  U^umni  i)  nj  :  fee  p  ^maut p b pn pq-p 
4uippepbpnpq_p  £J ill  ill /fiu'/iru  fr/f,  m'li  uipifbliu  uiqpii  puui  III p b q^iu quiii  pbptf  uiiig  x  fje 
[,  4  uijpuiuikuin  echini,  Zuijtpujlpuu  quipfptj  uibtunu  <PpLpmnup  bppiju  bpuiiikuiL 
be  [uumui&qnei*  Ipui  JJ  n  q[i  Ipn  u  pij  iiuuiugjiii  juj.t hi*  uiieml  he  b p l*i*  u*i* J '  u*i*  jiu[Jnr, 
1  n  earner,  pi /i   qphuteu  piu&ii [,    np  j uj p ui p uiui buili  Zuiuuiqfti*  (sic)  :  be  p  ffuiqui- 

enpneplLuili  ^uipupg  & ui  <  u*  upu  u  ph  bpl,pnpq[,  iiu.Li  jiunuipin  pienefih  u,i*  inuAiu 
^nq^iuu  bp^iuu/pu*  (fol.  436)  gh  p*  ji*  p  tiuJiujiiu  inbiuni*  IlJ  m  Uu  iup  j  J"*™ l~ 
hnpienepJpe'b   unepp   u*uu*pb  pn  j%  fih  neif u,  ,  [,  n  p  j  ui  urn  neiub luupuZ  q_penu,£Uin£u  Qui- 

'ir"d,u 

fju  I'  inuh  in  j  u  uj  if  hii  ui  jb  [i  W '  luplpnu  qnpnij^  tuuneuiif p  be  Abemj^  ifpuijii  l^pouu*— 
enp,  *unp4op  be  J u* pqu* u [, pnefihiuif p  ippltfjiu  S^prtj  'fippuuinu/i  be  Qpuneuft  jne- 
unjii  dhpnj  uuiiugiuj  pqunepp  uiiunqfippu  np  uiup  ^mpuilpung  mj'biiiuji*  uihqfi  be 
J  uqn,! mp.uu  Lu,pbiuL  tu/puiug  qiu,  pf2  *u,f  neft  pei*  u*qpu*innepJhu*u  pifnj,  be  jnepiu- 
[un,  tVpeii  uipuiifnepJbuju  pJnj,  p  ^u*  poui  nefth'ht;  Jiniuyu  be  p  ip  uiipuiieif  uAik  upp- 
'"/'»,    /'   ubp  Anienju  be  p  i[uijbLu    (fol.   436v)  fiifnj  i^iiuli   npnj   be  buine 

b-uiqtfiL  iuhlL  be  nulpbiue  i^u'.n.^l.j  /,  SpZneuSbu  if  luhlpuhg  JJ fctAiJ, ,  be  jp^uiuiui^ 
fit  he  Mio^iug  [,J"ng  4op%  pJnj  fpnep^j'U  be  fopli  pifnj  <h n e pipuh ,u e ^[1%  he  bq- 
piupgli  pifng  Hhuipnup-U  be  &L[, pi, [, iu<H „ „  ,  uutbe  php.jL  [iifng  Qiupenjh  ,  <hbpne- 
ifp^'i  he  W 111  p teiu p ui pli ,  he  4oph  tjjpn pi*  \J,eoqjJpu  ,  be  Ipnnuil^pgu  IfmppmupUy  be 
nprtngi*  3  n  </***!*  t  u  pu  ,  \J u*  fned ft  ,  be  leuu.hpu  fy  wuneif  f.1*  l  %n  p  be  hu  puianeJ 
hu  uip,nu*iineuiL[,    (fol.   437)  be  \n   mhp  juiijoplu  Up  np  iu,e  ILuuineutb:  >e 

upMniuuiu/Uog  he  uppnu\  ,u iju,  <,!, jp^b,^  [ii^nnuiiepu  upuipe  ZuijabJ1  //  Abu^  np 
^uiutepu^pp  uifui  be  i^uijb^pgb.p  pit pJbreti pnij^  be  l^uitf  oppuiubhpni^^  pjuuiif ni£  upu— 
sJjr^  niiprehiul^  pif  p  '/•  [i p  11  us n  11 ,  be  pjurvpb ^afsf nnnejij1 peu  it 'hniug  pit 'no  be  uiJ 'bum ju 
in  iff  111  lj  uiij  111  ij  he  pupil  "fippuurnu  ftrin^nb  Abp  q  jiuugujuu  be  ui  pJ-uiiip  uipuiugb  Iph— 
uuigu    J  ui  ep  ui  hu  ui  Ipuju  uj  g    ihnpSop    he    niprs  ptf  ni.pkujif  pU   pepm^i  \J,ifbu'. 

FOL.   66.         /?//  H  Sf>»n<u  uitp,e  luifbup  ^uiqgp  be  uh- 
n  11  rj  uiJ l/liiu ji'[i  •   fi'liA  nnnpifbus  pn  hum  111  j ji 
juijuif  u-pngu  umiugnqp  guihp  If  lupb^nu 
If  noli  in  1  up      be  bunniugu  pif  neif  piupp  : 


FOL.   66V.       nuuiiug„,L  unepp  u*ujn[,u  nuihp  If  ujplpiu 
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Fol.  114v.  U.["[  j[!l!'!j'>,p  /'  f'pfiuuinu  nlfuiphnu  h;pouuiunpu  np  puiqnuif  ,[,  m  ,[,  i,,~ 
qu/hoji  UU1 uiguiu  i^uip ill Ifh ngu  f  f  imii, !f  [,up  hu  huoqiugu  hu  Rum  ill  „,h    nAhq  j [t £  . 

FOL.  137V.  SLuuiusyort  u.utn.pu  nWmp^nu  /[pohwunpu  jfahghp  p  ^pfiumnu  hu  Hum- 
in  mb   tpihtj^  jfrlk  ji  iPJiuu  uiuu_  uiif  [tup  qui [puinhiuuu .    (J,tf  hu  t 

FOL.    154.  j[' i^'jh  f   "'I   unupp   4ujpg   hi    htypuipg   tjifhquiunp   hi.  qguttu pj-tuh 

W utplpnu  utunuuiF p  l^pouuiun  pu*  hi.  b'horjpli  £nf  tpnujjiu  h  i  ()-ni  f  puiS/mir  Vv'  hi. 
hqpmp^u  pif  Ijhmpnuu  hi.  H^puui'lim,',,  !,,  pl^npl,  pj  Quippu  hu  ^pnuJV  hu  tfiup- 
lumplpmu  !li iu[J in  'it'll  Li  bqJtuMupLb.p-'u.  umhu  4ophq^pui jpu  [iiF  ^i[oqjJih  hu  hnniuhjtuu 
pup  tfutppu,  hi.  "pipppn  pup  ITmpnutf,  hi.  Qn,[uiutuu  hu  tpnuumpu  pup  fyuiunuifli 
hu  ujiThuujju  uiphiuu  ifhpAmunpgu  if  hp  Jpl&ghg  [>  f'pfu.'nnu  hu  ^nup  JplhuJL  l-l'lb-P 
p    Spuu    luu^mtf    ^uipumhmVu    -fippumnufi.    UMifhu  X 

I  I- ["[  utqiufhif  rjALsj  "{"}  I' in  I  I  ii  fulutif  nsf  upui^hp  n ./  np  num  [u  pis  uiJ  n  ,f  tuiuZh 
Hucnm  nib  qpugh  op^uh  :   fli[  »/>  up  tfciupujl/ungu  uiju  j >uu ui upu in h u  <.hnm  gnuguiuh 

kt-  b  ^niLnJu  Uppnj  ''"z" '//""/  h,ih/>  : 

Fol.  167.  //./»/  jb&gkg  [>  "/y'/'"":""  qlT^p^nu  mhmp<hmu  np':,.  „v  l  n,~ 

'/'"<>'  4"Ullt'LUtUJUO£  -utluguiL  ll>iiipii,lfl1!!;?iiX  jp^ujutujlL  /tup  Li  hruOquiuV  <opu  tpnu- 
fjplt  hi  ifopu  */*'"  ll'iii'hini  yji'li  hu  hnjpmpgu  tyhmpnujih  np  4mui£nughtu£  h  [i  '{'  pfi  n~ 
mnu  hu  Hfipupmunupu.  hi.  ^hpgu  <pmpnuu,  <h f, p  n uiT  ft  ,  hu  IT ui pn  mpuv pu  ,  hu 
ujJLuuiju    m  pi,  in'li    if  h  p  A  m  i  n  p  in  tj    mifhu  : 

FOL.    167V.     ^UMJpiainhm  ul^ujponu  j/i^ulfip  : 

Fol.  210.  Hpq-  jbiPs^-B  b  ^pbuuinu  qJTuipiinu  uiuuipj-u/L  i^po'inm n p'u .  np  put— 

qnuif  i/iuii/niiy  m'lio.p  u u, n,  ,j u,u  ^.u p iu l{h n g u  j [, £iu in uj  ^  [,up  hu  irunnutgu  Sopu  <pnu- 
fjtu    hu   ifopu    ^nuppmuiuu^Jiu .    hu   hrjpuipyu   hu  phitgu .  uitfkux 

Fol.  225.    Ill  frd  8/>unuU  u,LP,t  ut,fhhp  pu,VJV  hu 

'lihpnij    uiifhuujjufr   jiuA    nqnpifhuM  pti 
frutiuujP*    jutju.r   tupnyu  uuiiu- 
'Jn'lb  '!",l>['   V >!1l>ll"»  {pouiuun- 
pfi  in  j  [  hu  bruospiunu  fcifnuii' 
puippx 

Fol.  273  v.  01  [»r  3t"»>"  u,hpn.  u,dhup  .gu,w  hu 

hi pm j  ujifhutujufr:  [ill d  nqnpithut  pn  b  in— 

"  '".it'    "'J'"1'  '11'", 7 "  U»'l»»H'll< 

qinhp  W wp/pnu  lipolimi  npp  hu 

b-uorpuig  'tin pin  ptupjii 
ll'l  u[,phL[,   Lqpuipp   „,[   nji   np   mjuif  j[, tm uiuth^u, puiuh p ft u    tfiliu,,    tunpbh  unnnThu,,^ 
hrfgpi  Mhu,  hrL[,g[,,  htfgp  : 
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FOL.  282.  lApq-  UppiUljiUU  quiup  qpoueuenpuig  &L  piu^uiuu, j p g  be  u  ui  p  l^ui  eui  q.ui  g 
Li.  it  UlU lj ii i  "l,  p  b/^bqhgen  jX  jtl^gk-Q.  qif  hquienp  he  ifhquuiubp  he  uiu ui p tb uiu  (/*  uip— 
!pri  u  qpouiuenpu  np  Ahenq^u  itpLujli  hit  qpolieuenp  he  if  n  pb  m[  ij  n£:  fl  p  piuqni.it 
ipwipmpu/liap  n  in  in  ij  in  q^iupuiqungu  qui  j  u  :  Q  p^uiuiiuq  pit  hi.  pit  tfuoquigu  be  Aopu 
[,efnj  <l>neppu  he  itopu  [iifnj  <hnLLpuiuuiLl{,u,  he  bqpuipgu  [,it  ^huipnupu  up  4uju- 
q.„L.ghuJL  b  /,  -fip/iuuinu,  Li  Upb^uujupu  :  b u  ^kpgu  fuf  <piupneu  be  ^ppneS/iu 
1,1  ITuipqLupuipu,  foujpTnLliph  he  bqpu.uphpTpu ,  be  uiefhuiu ju  Luphiuu  jhpiiuen- 
puig:    ttpq.  jtlfykg  /'   f-rl>"''>»u    he   qne.p  jttl""L  zAWvP  : 

FOL.  282V.  fl'l  '[  "J"4>  ljuipq  uiuphuiuig  jiLu^ujULUjpg  he  ULUU  •  flpq/i.g  unepp  bbb- 
qbgkeug  Jp^g^   [,   -fippuuinu   qmbp   IT uip^nu  ^pouuienpu 

FOL.   424V.    0i[  ptt  3puueu  mbpq.  uiLfhup  ^ujqgp  he 
ukpnq  iuifbuiuju[,  put  uqnp- 
ifhuj  ,pn  hu,„  uijp  uijuif  q  pngu 
umiugnq/i  quibp  (fiup^nu  fa,- 
ouuienpp   he  S o p  Wnpiu  *J>ne— 
iJpu  he  tfctpu  pep  fyneppuiuuiej— 
fill  he  hqpiupgu  he  pib.ngu  be 
luitb'iiiuju    uipbeuu   it b pAeuen piugu  : 

FGA  36.15.  FOUR  GOSPELS,  A.D.  1668-73 

PAGE  6.  Sbpbu  luUqhu,L  uiqui^bJ  qC.iuUq.piqnq  4u,p,pq_  peP  he  hqpiupp,  [i  eqiuui- 
IpUMuuien  p  it  in  i j  ji)  ni'li  u  jp^ifiuu  ujpJ-iuu  uinuhp,  qquin  nih  L  uipu  ifbqopi  p/jU p \gui 'J l 
npq.fi  /■  ui pquut  q_p  <p  ,  qbrpinq  he  q&uiqlpnq  if '  uimbupu  ,  np  he  tuqb pubif  p  A^li  9  up— 
pbpp£  pit ,  m'lj  iipin  p  11  in  i  ii  qifbq  pTnqnep  be  ubpneifu  ^bnp^bp,  ij  in  uu  uiu4bpJb£b 
q-pnju  he  heuqqpu:  <>p  fZbhe  n£  b  ZuiuqnjU  q[b pn jq.ph m p  it k qu nepJb iuIiU  ,  be  n< 
uiteuu  i,.pi:insL[[,  lup^buuiujenpiu gu  ,  be  pi  t  i, £  bp  tuuq.  en  quip uepJb  ub  he  uiuueune- 
pJhlibu  pitueef,  Abuhuiitue/u  tfuhp  p  jiuju  4p  eu  ^u,  Lp  uipnehum  :  })  mljuijU  pq-Xneifh 
upuipu  uuifiiqbiug  tinfpuurlip  j  ji  juAiAkieu^iu uu  juiju  q  n pu  :  fi pi  be  oqunepJbtuif  pli 
U"">">  A",/  ,  be  uu.uimpn,  pi.iuif  n  iuqopJ[,g  Abpng*  Ziuup  p  juiuq.,  bmjp.nu,  be 
mq\up<b  q&nq\x  !,'i  ns  p7b  npiqbuu  b^Luifbl^  qunjuu  quipuigp,  iujq  qfibpeuwu  be 
quiqujuiuipti,  be  qujju  beu  Zeuq[,e  ^ui'lihuip  [,  qpnefu  x  <£[i  lujungpb^  £,  q_h p eu %iu u, u, p 
be  ^iui4iueiuu  ,  qui  ju  uip4hum  mi  m  pmL  j  ,  n  p^p  quijie  be  qq-p '  {h p  p  q^uiptbneifu  he 
[,  qnpbu  puippu  fpin'ij/iiLujf  quia,  be  qtfjnpZu  4nqenju  uppnj  ppp  ibuin.iuuq.ne- 
pJ/nu  fiJ-u  umuigb.up  neupui  e  n±  puA  it[,uibLnju  q4bui  itkqujg  juipniJuuf,  be  o- 
urLupujghpngu  [i  SlinpAiugu  \lu „, n ,  h  y.  Ujq  be  qumujgoq  unepp  eniurepu  qif  iu4uibup 
U'uinhnu'l,  Jp^bL,  np  ufhApiuJL^n  be  uili q pq.nebLp  Lqiu^hujg  qif uieu g  fiepng  ippuiiu- 
enpnep^lieu,  np  uue  [i  q.np&u  uioub Lp ,  qp  mfiuhp  lu/hiujpu  qeuitbghiup  fuLui[,Luu 
ifiuhp  n-pnju,  be  nefiuu^  nuqenjo,  pun,  inhufbiuuu  geu^iuppwj ,  quiuuiu/beuj 
pUq.  UjVJ'i  Sbuneeuj  8 nq\ub qh Ipb u, y,  /,  Aiulpuiuujqp p  puq.  Uifeu.  he  qpkuinu  P.opm- 
pujphLp,  [u, 11, L[,ubp  uJeu:  'bnjuu^u  be  unpui  eTbq,  finqgji  ungeu:  be 
{hugb  *fippuwiiu  U.uuineuiir  qunuui  be  qAbq  ifbepi  4uiiirpbpA ,  juippiu jnepJhuiu  fie— 
pneif.    uufbli:    ±u,jp  Jbp: 
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PAGE  7.  U.quj^bJ'  J^b^  bu  ijiipiimm  uil^mu  tpp ft fhnpnu*  if utlpwihnt  'li  fhnutfu 
l^n^bghm^  n& uj nlpo t£  oppuuil^pu  ^  hi-  tjuuiuigoq^i  rjft'iip  nu  gui4ujuuj ju :  f]  p  '  p  J  m— 
ifiuhmlp,.  .  .  [Jmif  im  np/,h  ?L/J,fr,j,  hi.  //  4 ujj  p m n[ b m hl[JL u,  1,  mhiunh  ^nuuiiuutp- 
Lm ,  p  Znu  n,njLu,  flj  p  P/ii-fil  h&^iu  :  (711=1262)  U.JL  hi.  qtfuiZmbup  Soup^  Jmif- 
k"tl1  "U  hpu,pju,UMLnphu,g  ifLrj  [i  U  I.  p  in  urn  [in,  ,    //  b  m jpui  gm,]  uin^hjh  [,  jopfiuui- 

Page  28.    //^*«»7  „5  mU^ukLP  u  „;i,uiuUmi, 


tjuiJ'uii.  4nqLnj  hu  ■Z.ullnL/JLijjJ'p  4op  kwlpvuui 

Wbpuj^  ■'["/"'/  plhp  jiu^uiup^u  piimpt/m^mu 

/'  unupp  lLn,u^l,  ujnLp  J, up  J"  [iu  b  m  r,  m  jm^  m'li  : 

/7^7  puurpbgbp  j>bt]>  ui^uibbpui  h p l^n tnuj u u/h  • 

fc*-  IPPPd^F  un-g°<g  ZujuiphpA  p  ift£  if  ujprphuiu : 

ll "•">['  unauj  llV,nu,!L  ,p„  j„  unLpp  m ,  I, „, m p ,uli 

fjL.  quiu  urn  L  in  [  pLt^og  4ritj_i_i7  ju  plup  njjipuiu  [J  mb  m'li  : 

uj  p  n  qb  g  pu  pr^u£Uj^tuu  ^hiu  pb  p  ^bu  rpipuitf  uju 
9,n,,up:i  ,,,  [<([, i  h   ^uiiffuf  hi.  ua^u  h  pd  htuJx 

I^nt-huj£    rj  in  J  ii    nifu    u/hniJu    \f  uiplpnu    mrpi  pL  in  Ipu'li 
fit   kpuiup   np   nuupgp  l{miml,  j[,if 

8"JJ    puiqtuiuog  jotbujp   uppmp^g   hrthuiL  urn  ^mu 
b>n  'UplLiuphL  a/uupiuu^u  jnu^nj  uuipb piu^u/h 
GnpJiuiT   lujjrjhu    inLppq.    uiLpuiurj   [,  rimuituumuiu 
n'LnpJ'nLpi,l.n  usitghu  unpuj  L  l.  ifbq  Wu/yi: 


Page  29.     (hpbujL  frw^kgim.  AL.^p  upLUJuu,  Ll.  uiuuipjmu 


"P'tLnJ  f»»'l"L""J'  tpplp  ^tlUUJiL  4. tpiuijinu^uA  x 

Q&bq^  m ii  in  <L  if  ^uip^it  hi.  hqpiup^  Jiif  ujub^l^ujl^uju 

/'    unLpp   ii' in  ijJJ  m'li  ii    in  pJ  mil   ujiLuhf   prpfhr^  jfiiifiuu 

1*  jmimppu  jmju  upnuitp   jmpnlJ,  ^p^/.uj/puiu 

Sip  QujlLnp„u  Inu^ujbijliu  tuijp  upppmquju 

bult  ht.  ft  untpph  bpnt-umrptJ  uih pn.uh ,uli 

brrfujqujp    {m [In, ;/,/{,,,!    us j p    iuum ui n Lm l^U  : 

\}l  [i  nmijmpu  ]) h put u ui p*  ui  ft  unupp  \,p£uju 

uttp   IT bppjiukp  p m pru  u m upLtttu    miimm  rub  uipiiili  : 

<t>pVlLlku  [uuqpkJ^   mm  J   un,,m    hhujuu    jh  pl^puj  h^uih 

hi.  J L  m  if  m^,n l  2%np4b£   ipupuujljh    muuih  tjuilpn'h  : 

[,    tn^uju    uiphqml^u   fium  H^^uA 

mnghu*    Afen.,^  (=A.D.    1670)  uAiuhu r[    hu   mhi/pumuui^mu : 
/'   ru<ls'l    LLL"'l    "•""l""h;]mi^   mju    un,  pp    if  uiuihiuu 
(i  \inp  IAlujuu  tun   ^.mjjuuhujL.  unupp  *{j pfmuhuiu : 


Page  393. 


Page  457.  pqjA 


'b  ft 
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ll„mn,  itih  uipL/ng  tuuZuSug  bu  jllumniiub  fu  putftint-ub jn  g  ,  n£  hppbg  J^JL  P*t 
[,pu  b  »/»'/"""//'/  ^£  jU.uutm.uib  qoputuutj  bt-  unu[utt.  ^utun.puutuutj,    ffcm  p 

tjb  put  /jut  in  ut  pit  '/ 1  "l  I"  niStb  jni[  tjin  Ijli  Gntjt-nj)  p  u  in  pit  utuuiun  ju  pj  piutnni  :  /  rn  n  tu- 
rn 11 i_  ^ uij  i  ti  g  bt.  ututi  ui  j  p  uttj.  ujnijnuiui  f  run  fig  ,  tjnjtu in  u i  ft p  uiu  u  tnbtunU  ntilh j  tun 
fiu^u  hi.  pu"-  pugkuiuy  npiufp,  fuf  tugl.iu  j,  utmb  /  ['"^  Ij&u/li  ut  Ujut  p£,  u  iiupLtiig  } 
4ptii4iuun_buijp:  Qitpng  if  p  b  l.i  fnfu  uiniu^iu  pljhut  j  ujutuljutt  rip  bpljnpnt-if p£  tjb— 
p  in  i j  in  p  rj  b  in  J  uiu  All ,  UI  fjuiu p£,ui  junifu  ui  u  I.  tit  bt.  tjb put  fJuuipAtu  jumf\t  piupij  mi  mil— 
butj:  Rp  pbujbtn  bu  ifbpunju  V fini/uf,  nptjung  tuatuutpu  bt.  utfhuutJutgppu,  utu- 
fllfll  t  tjutnnpuutjunju  u,n£,Jh  Slunk L 1  U  utljiu  ju  g  pu^  utupjfpnu*  qiuuinmiu- 
blUigm^m  tjiupifpg,  bt.  q^ntjunifu  Huuimhiij  obbtuj  ghrjfig,  bt.  tjnutnppu  [,  Jt^ 
4nif  uttjub.fi  g  jfiubj  lit.  ^"^/'/ »  if  nmunnLpJtutu  tjpni-Uiuun.  uirjuiLuinl.  j  PnJL  '" "J i  kt. 
jnnt.pbtuu  :    UjiJ   LO^L  &ltJ'lkj   ['   tpumu  \},u  ui  it  ih  it  j  ,   bu  ft  utufuuiuA  ui ujut tjut  j  ft  g 

ungfiu  ^uinutuftijutg  :  f)  p  b  £n  fu  utgb ut  J  ujiuubif  utif p  ku  fu put fu utgb ui  j  it  ft  pit  if  uiu— 
Rtunbjunju,  tuu.nbuf.u  tu/jtttu ,  tuujpftu  nuuljutu ,  //  up  put  ututuuljfiu ,  bu  ujtuinpiuu- 
tnbjnju  jputubp  pqinqfigu  gunju  tj /unttihiig  ,  jpuiujmmutp  [tt.putjni.du  jtUmpbjm- 
tj-nuuftg  uftpbjbuig  tu u u, n utub utb  run [, g  ,  uttpu  bnutunt-phutug  ku  jo putgnug utub ^ 
Iputif  bgbut£  i j t]^  it ph  utii'li n i  j<r  ji /  'it  put pbputu inni.pJbutu  ,  p u in  uputinbuAtuil^utpp  ["  ~ 
pnLifh  nt-liib  jiiiLnpnifJLiti'li  tyutifpb^^  np  bu  jnu /pb^nt.n.u  uput&nL&if utif p  in  in  j  ijjii  p— 
tput p b ^  ntt bjt tjjp.it u  ,  ifb&utjnju  b l.  jn ^>utu u  ji pnijut b^utu nujjtbutu  in u in p l\ mu ini^rip n u jJ p l  'li 
ftinuubjnil,  j/iupujjnUu  bmif u  putpbjnju  jpbutj,  uljputbjnil  ijiu  iiui^Luij^ti'  uu 
tuuA/jiu^litj  n^njtu,  bujutbjnj  J bunt u m uA, [,  t[b pun ju  b pn.u uttjbJ [,  .  p  jnuputgnu- 
pbutu  ti'iuuni  nihil  4pLubLnt[  tjjbmungu  tj^ui pljutun put  IjuAt u  if  ut p dtt tu Ijutu ft u  ,  uutbu 
qutlAu,  npujtu  ^njnil  j/iupbutu  utju^u    p1tutL/,%,     ntfbtuut^u     ifptuju  tbtnut- 

tfputbutj:  bi  uutututuj  tjutju  tfutuibtuu  [hi.nniinbiu^iin^  tjjfututu  tuitbjntf  butuun- 
tjtitfunAni  jj}b  utif p [,  jjfb  unfbutuju  [iu£  np  j  b  p  Ijput  junt-tf  u  tint  in  ft  piib~utjbujj  tun.  ifbtj 
u/tt-P^,  puin  un/li  ^uttjtuipnjP,  [tpp  utnnubp  Otptututu p nug  ututjutjnt-U  {rtppu^bj 
nuupu  :  bt.  np  jim  [unburn Ipnjm  'l,  ku  tf^ujutJuutj  putu  uibutnub ,  tuupt^bfj,  ifL- 
hm  [J[,,u  bt_  luulpbjf,  J  uiniuuqn,  p[,,rl,  bu  utupi£bL[,  j  [,  ^utut  ut  tjnt.p  p  tjb  ^"ijinj  [u- 
pn/  tfiuStjiuufi  W utpljnuu,  bu  hhmjuig  bt.  uttfbuujju  tjutptfpg  bt.  uuiutuljiug  [ii-png* 
Aujtfopbu  tpnptbgb jngu  p  "fippuwnu  :  /»  ^utqutpbuilj  $ut p [i t.p b ut Ij  b pbintuuub utlj  bpb— 
butlj,  Ppt-btulj  tutjljbujlj  jututj.butlj  butuiutpbtulj  (=A.D.  1673):  Zbnunfp  ui- 
hiupJii/lj  lTp£utjftL[,  nptjt-nj  fiutpqutif  u_p£p ,  inijiu^LJ  jfcbj  tj.nbp  ITljpuip^  bt. 
tjujjj  nuunugpl  b p  tu ptututun  pu  [if ,  p  f- p  [,  u  m  i,  u  :  Sp^^n.  bt.  jfcbgbuij^n.  jp^bu- 
g[t  p  -fippuutnut.  ut,ftu: 

PAGE  460.  ^ <>'"""'./  u,nu,g0rL  J-tumbu[,u  ut,Luttbdz  %[,  Jp  nj,  ,[„i£uiub„gi 
tjiini  p  p  if  in  in  L  uiu  u  :  bt-  if p  n  .p  tj-ubugb  uutlju  £Ut4pg,  bt.  fjmif  i[  uii/li  j[t^im:iiufj[i  : 
U.JII  a  i  p  bt.  4uiun_piup  ,  &[ip  tfiiuiugb  jbljbnbgfiu  l  bpt  np  j  uiu  rpajt  b  ui  j  ijiuhiuiihu— 
gb  1. 1  tj-ubugb,  qujiuuipJu  ^utjbup  utngb  p  Jutpif [tu  pt.p  jU.uuint.bnji  bt.  tjippu 
tpnput  butfubugb  p  tututntuuu  uppbjbuig  pt.png  ,  bt.  ft  If-flU  p^^n^pbuju  gutung  uiu- 
ip%  [it-pnjt  bt-  ;.(»'>'  npn,  pfiLl,  pLp"  if  ft'  jgg[,  putf^  p  Ijbtuuu  [it.p  ,  bt.  Liu  inntuubj 
inuinui„jhug[,,  bt_  if  ft  nqnptfbugp  bu  if  [i  jnt-pgb  Zuijuf,  tbbnt.pbu,u  [,,pnj  U.um- 
nutttb:    bt-  nptpfe  [,Lp  ifutSiunbugp  [,  ubp^utg,     bt.    tjubugp    p    futtmutu  ptntug ,  bt. 
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fit*    tLP    lL's'"lu'L"!jb    ,/»"»"/'»//'»'/    hi.   Ijn^nupuibugp   /a/^WH,^W!  Uuuiughu 

<PLZu,ui/l^  hi.  ftuprffe,  hifoh  tribyb*  p^js  <"tbu  >"'h"i>"uin  Lbsb-  Pk 

n<£  lj  ""J,J  j/'l_u"nuJ^lb  t^hutj£,  if  ft'  [ili'l  ncuhuap         p ,  bi_ifp  phlput  fjgp  Ll.  tfjt  if  pL  u— 

gZ  t  tbp-u  khiwgi  hu  dP  SLuiugh  i„p  j-ummAt.  sbi"">""hb  b  ■Llp'»j  *rkre*  %b  Pk 
jbi,uu""li  k^b*  b1'^  b  irf'g  ""»»»?//>>      sP  ^u  ^,,[,^,,^^1,,^:  bL  pt 

"■P  tUpLiuutUMhuMpu,<b£  unpiu  Ipuipbugb^    /puipbugh  t'b4U  b  'l"lV"^P^,I/li  Ipbuujux 

p  Zbniug  uiuoppuujg  fiuufroqu  opZuhugp    hi.   gtjujpAu    ftup    tfppuwnu  <«/- 
uin.ugh:  uufhu: 

Page  575.  >b  <bp'itb'b  !>»""», i  If b I" '"f/i  "fib'  W  <»Hb*  Vbb"»jbLb  8"^- 
Ipup  hLpi: 

Page  577.  Repetition  of  the  colophon  on  page  460. 
Page  578.   </>/»" ,,,,,, pi.,,, L  u/u&u/ugp),  ,[,mnp  kppnpn.uiituiu , 

liL.  op&lii-pJpiJ,  Lpfo    (uiuAuiug)    ifp^UMuuiuhuth)  : 
^n^tupuAnuPp^    [lulpn^pbujugpu  Spuj^uiS, 

£op  Ll  np^nj  hi.  unLpp  ^n^nju  umj^J"  juiLpmhuiu  : 
^ujjpu  uiupul^q^pu  uiuJ-mifuiUu,^  bu  uiuuuiUuiu, 

"P'lb1*  ^p^nLuq.  uthhtj^  uiuif  uj4  uth p pji "li ui /[ i : 
Z^ng.y\t  p pijju n LiFli   uiu<\ui unit pui p   UiUuupuin  uilpuiu , 

jbnLplbuh   unp/.h    bnpn^u    u.u^tuuui^uiu  : 
I i  in  if  mi     ^nrpun  ju    hi.    Siu &ni.p  buiif p <  pu    4  ui  j  p  uj  fpuiu  , 

blhu'i.  jt-vV'by  ,rPju  b  j^pbfi  nptb'u  l"  ptul'  '• 

ITuujpn^  [,   bngph  4uijpbup  uA, J h hi iu hmb , 

hi.  npiipiu.jpLiu,  /,  juipy.un^l  npumbp  ipiui  [Jliu'l: 
frwipiuunuihiub  /uinn'tnfui.fp  jnu/iu    pu uuinnub  in !p,,u 

puiq_lliugnLghuiL  pjj'[  njm  [J [,i  h  ipu^nju  ittupiplpuiu 
^  in  if  in  11  p'li  L  ill  J   puq.    jji  iu  IpuM  ui  ui  pu   Iy  in  [J  L  lull  , 

juiuuiu^ppiubin    L i-   juiunpp^   if  puthuiuni-phuth  i 
Xy'lmii    j,  I  in  i  ul}    pU£ui'ii£bpbo£  tjiupifiuhiulpuiu^ 

1'   J"*»P»>»b9   J'l"""P   hq^uiL  jujjpl    ^m/niui^u/h  : 
lj  i  iu  ii  in  L  r/  o  p  q  m  ^  in  lj I.  rj  in i_  ui jpuiuhnJiiuU  , 

l.plippupuqLuji    p'lihinjL.jmi  UMpguijiuhuiui 
fli-Pophwj  j'J pi>f: nun uit    putt,  mnrjpinhlpisij 

pin  n  in  n  no  p  L  in  j   b  Ipu  £i   muiilm  pu    pn  in    oppuuig  : 
/l    jbij/mpnnn    ,/,,,.■  fii p.im, nip nu    bnhiuL    tppliug  , 

p ij<% L  ii  in  y  " p h  n   'lm gp'lt   £jn pd  L  in y   /•  /    Ipn ph~ luhhui g  : 
\}' pl^pp n: ni     jti'li    blpbui£    jbpbu'ubppnprp    uiif  pu  , 

hi-  ilpb^ujjbujg  tujjppu  ILumni  ,,,b   bL  nmpp  : 
Uinmmnmj/,    bgbu    ^inpUiu,^    jbu,  ^utn.utuupu, 

juiij^p-hiu  £  u  pit  ui  bi-   S«/  j  mh  L  m  <f  patpniAirp   unpftu  : 
frf.  gujpnghujg    uap^p    fuip^uju    ,pn  ppm  jni  [J  [u'l,  , 

ptppuAi^biJpu   p mi jm  if u    m p in p    bi.   ppJ-p^nLppuh  : 
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f'"^'/J>  "rrr1-"'!/  b    >»rtlLu'H  wr""""-/?^, 

tEUUJUnJ9  n.lk""Lu  Ifq^u/bbuij  but  nnlnuPfu-u  : 

Page  579.  2»a7        j^f,u  pp<bEltfbu,L  hu1  p«w-pf,iu, 

pu^ouujgbuifpu  Zuiuutuiuibuig  pun,  if[iL„nju  : 
tjL     ui fiub  L ui i  ntfbc-upu  unufbuig  j,  fu  rrpni  p  fu  u  , 

V'l"lhu"lh"  guji-ffu  ipuipujuibuig         q[i iu[J ni  [J [iJj  : 
iffutff  [uflfbg  ^np£.bu,g  <ujtfbpg  fuoub fULpJ^Lu  , 

qifbubuafu  jujpnjg  fuuuuucnpbujg  qlfnL.pnL.ppLU  : 
Zbbhujf  {,  jbt  gnugujubfutl  pq<bquL.ppL.h , 

btfh  ft  in  ui  t\  in  pu  p  mpifuijng  urn.  qo p4unL.p jtuli  : 
If  ui,nubgu,L.  p  jnLifUjjb  ^pbpg  fpuiffiu , 

tfujif  iul.  blfbujf  p  £ui p £tu puiuu  ft  if ut4  fuui^jtu  : 
If  if  iul.  p  unp  n.  I.  p  I.  if  if  in  u  fi  fi  ufui puiptf jih  , 

ui  uuin  l  in  b^mu^bu   plijipu    jiu  pbtUL.   jop    hppnpqipu  : 
P  ifthnfuu  btM^L  ^u  ^UJPnaJ'UJg  ptfippplfn^p-jiuU , 

in rf  ui p in li f  n i J  nu bir_u  "npm  /. /    11° p"L-P  jtuu  : 
W Ul^ni-Ullf p  jiu, f JJ  L  in  g  rpf  in  4pqop  juiqpb  f"L.p  bLU  i 

bu   in  i  in  p  in  t,  in  g    £t    qbpnqbu  pqq.b p  n  i-P  fi  Lb  i 
^bpujpJbLbutf   bu  fibt-u    <nqU°ng    bu  <iuifp,upA,ui, 

uiuppuuuj/fiuu  uiif iifnij^  b-mb-lfbuif  tu umb u ill gin  L  : 
fybpjtq^hpn j  &n[uni_pbujifp  jftLpu  uifthnn.  upuuituL, 

s/z/ 1  in uuip    soph   jnptfb   buk.    n£.  ifklfnLuujguji-i 
fi  m  pbpiuubui  f    ui  if  t.  uuiunLp p    fj,u,n  riLUi&-    £,nrfpu  , 

t\p   tfnpb^uilfftg   uiuopbuni^pbuiuu   bqtiL  puiuji'li', 
IT iiippbiu j    bfjig    tfiumugLiufuu    fi    ij  b  pu  ui  m  uiu  fiiu  , 

bu  ptuJ-utuhui f  qfjpbnp^u  fbqnLutg  ujqifbuig  ungpL  : 
U^ppbuifg  ajpuitf-uilf  4nq.LU  ju  upppnj  bu  qopuigtuu , 

uipbqbputg  btfbu  ptupntfp  Am jup  g pu Ztut-fi f biuu  : 
Q[i  qnp  inbu  fiiu  qjauiqauf  up^uiuupU   tf  iuuiunuiu , 

nn p  Ifiuuiui pbujg  uibpu  tun  fill n i-[3 ji i'u u  uifuinuilfpuil^uiu  : 
.  .  .  piuiftf  tugpu  u  HI  If  nil.  fru£  nptigji'li  if  in  in  b  ui  u  , 

•  ♦  .  u  <biug  4ntfjih  in u m n Luib  n ufJ h uiu  ; 
'  '  '  pu^uMu^bffiuu   n  <   UfUipui   U^LUplfUJU  , 

♦  •  •  hpii  ui  plfiuub f  ^  ui  if  ui'li  rfiu  if  ui  ju  : 

Page  580.  U.jn  pt  mju^muu  [,  ^,^,,1,,,^  jiuu^uifu, j[iu  , 

qjl    if  bhujii' b b  p h    3 [in m.ti  j,  if  jt    iiiifoinuiugj/li : 

%b  tip  <almr  tcrbt  ^p^p^  p"LnFr"Lb%i 

unp   ubp^uphbuig  p  juj^fuuspSp  fnjuu  bplfuut^ux 
MjL  Pi  iuju£ui,[i   qp  qujpPnLugbu  nifptnpu   J'tupq  l^iuh  , 

//  "b"' nLP l'LU  rt'"i  puui  ifujifuigu  uiuuinL.uib-nL.pbuiu  : 
U.n.   b  p  in  fin  in  fit  uh    <pif  pin  inn  j,  f   uiufbpuijiiiniuu  , 

ui jrf  Lppplfnt-Pbuiu  4ujuuiubghli  lu ^  ,[b p pull iuu  : 
*i\ujuu  ui  ju  In.  uibpu  p  Ifbpufuipujupu  guiuiutfuiu , 
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rpm pinugmub  p  tf  if  m  prf  muf h in n i. p bin  npn  pmu  : 
fjppbiTh    npn  in  if  b   Ljmu£mn.   iji  in  mil  gu    m p  p mj n i  [J L  mu  , 

L pphifu   ['I pp  n j u m    m in ui m if  n b  f [i  tfmmu^mum pmu  : 
flpufbu   upppngu    mub  fib   qAbtf   pmtpf  bgnug f, g  , 

hi.  l.n  mugbmf  paupphfftutp  fiiT  mm^mbg^gt 
frt   m  j/   p7£   mm  if  [i  ^Ju  m  u  iil[J  pijb    4fiua.    j>wquippg  , 

;"  "  JMLbpnt.  tjunjnn  [unummuuif  /fpplffiu  <pun./igi 
%mpAbm  f   uiAiuij  pit   puupunuui   pjrn.u°b^  Ifpmpb  ^ 

bt-    ptfpmtb fiuu  Ifhf/h'  mi  n p n    ■iini.mninpL f  : 

fjppbifu  npufbu  tfjpnjuu  n  pnifmu  pf  pp&nuuu  Ifmufbf, 

Itl.    pu/fbuntLf    ft    f[t&    4ppnju    jt  4pq.b4bf: 
9.111  jn    mifbumju    mub    ujjuigbu    uhfAmlfmlfinu , 

Aptf-hugb  ij in if  bub  u  bin  u  inn  ft  j ftupbmu  t 
i\pub  jmlfmu£u   t/nif'u   4pp&nt-m  fji   bt.  Am  ju   g pub  if  mu  , 

bu   tjmfu    m  ^  L  rj    ppumif pub fjt u    muub pmlpnu  : 
Q[i   np   n  ft p o rj p'li   bu    ifi  inriiu  g  pu   mumriLm&m  pbmu  , 

llpumin<mgLmf  [i  jmjuu  [unnmifmn  pummugftu  $mn  : 
/'    /pm  in  mp /if    if  in  p  ijju  p  n  i_pb  mu  u   prpy  pp  in  if  tun  , 

bt.  <  wu  inn  Is/   in  ju  mubmbmg  bt.  ifipplpni.  p  b  n/h  : 
I1  nil  b-nL.puighmpg  bt.  ufptjb ptj.ni. up  n ui u if  p in  I,  u g b  u  , 

ji   u Uf  ui nuujf  b  in g u   bu  n.b4bunju   u in p u in i/i b  u g bu  : 
S pum jmn L.p but if p  jt  innnfmuif uAi  bplfjtL.ifi^hugbuf'  , 

bu  ptp&m fun ju  m jh  p n if  n i. p b inn  ^mumubug b u  • 
PAGE  581.  b  ufiumpmuin  /[pplfpu  ['  "  "'I  ft  if  mm mu mm u , 

ppbukf  ptflfbm  ppu   bu   ptfjf  biihuifpu   if  m  if  bum  ju  : 
U.pquip   Znej.L.ng   mm  j   prfUfpumlfli   in  u  in  npn  If  m  u  , 

If  in  if  ui  p  in  p  m  g  u    u  in  mm  u  in  j  j^i    qmmuVmum  pmu  : 
flpufku  u fin  in  tf  ^  unt-pp  g  fippu  mju  mi.bmiulfiuu  , 

np  muni_iuubiu  /  pu  ppu  Ifn  fjt  ini.binui  pufu  • 
Qfi   mi  bin ^   if  btf  pifn.mfnL.umpp   ippplf^mlfmu , 

ifpupiuu^bfjtuu   hi.  pqif m mu n L.itu  bu  tfj^mp^mpmu'. 
Sfumtffu  npmnnL.u*u  bt.  rpni. b  m  fi u pu  jmpni  p bmu  , 

pq4mif pmpAnLifu  bt.  ptftf.mpnL.umu  np  if  jiL.u   muif  m  if  : 

flptutu  mub  pt  1>"Ln'J  k  "rtf1  ,*ujrrtnjs 

tfimn-op   pm  if  if  op    u  pu  in  b  f    pu  p  uil    if.iu  in  n  if  in  If  mil  : 
*hppbmLpu  //   urn  jmL.bmmpmutmg   upppng  £, 

nL.pmfuni.pfiL.u  pmtpfng   bt.   bpn.u    ntfjpng  Ifuitptbx 
x\inupu  ifji   if  pl/li   u/liif  pju  pp  mp    fni.uin4mm    b , 

bi_  if  [iluu  j ni_unij  mppni jm.p buiuu  m.pm [u  uinhh  : 
bppbtfu   mub   mptpmpu   npufhu   qmpbu   hmtfb , 

bppbifh  ptffmfh  bu  n  m  mm  if  ng  Ifpp&nLjfu  jmjmubi 
bppbifu  mj/op  u  m  u  in  If  in  iftnu  ji        fufium  pmppiunb , 

mpbmubpnij_  luliifptjVfig'lj  m4  bi_  umumubx 
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SLff  pttpfminub  p\  [t  Jil.it  u  ij.m'Z&ujn  jmpmpmprvh , 

iff>u£  qutifk'hiujh  pi/ufiiipmu'li  [,lP  i[^mpbugt: 
\jppbttu    qujiu^b-    um  pu  pnb  fp    i[  I.  pin  pi.  plt  , 

bppJmj^  p   4nLpu  jmupuibupg  ^p^n^t  jfii 
tjppbifu   if  mm1i[i    wli'Z ptnb fji   pmliu    mi  I. ml}  , 

P^  miin.  bnjin[iu  ni  p  ufm^uioliL  in  jh  m  p  biAi  ui  ju  £  : 
tjppbifu  '[  '"^Iun L  /*Pu"f'U£j£) 

u,ni,nuL   tjjuiufu   bL  tfihui    ^pp^u   t[LUujL    mu£  S 
\jppbifu    in         4nt£Oj»    bpl^ppu  ifb^uiupmlim 

LppbJ'u    tputuAu    Li.    if  pu  in  ui  u  [i  n  p  1i    nip  inn  in  f  : 
tjppbifu    mill,    ii  if  up  J' in  fil  [it'll   in  if  pin  in  ui  if   linn  i  , 

tfp  nup  n.muA^g  Abp  m'luf_l>u  l.t   u  [if  imp  Abp  h.  ifphmf. 
...    ml,  111  (l.  bqbu  p  jnju  jm.nn  (l,  jmppnppnpbmf  , 

...    b[i'li   np'lnj  if  [llfm  Ifmll pll   'ill,  pif  npb  b  in  i  : 
...     ill  a  in  it f  til  pifmifp    p1l[dmifii    mil  bill  f  , 

•  *  '  t/'P/ll/,h  pLpntjf  f  run  fill  n^ptf  l.mf  : 
PAGE  582.     U.J1         'Z""tu/^  •fmpq.Luptpu  j^mmuilfbrn^ 

n  p  if  i fin  i  ">lj{    be  if  phut  m'lii  n  j  £  I,  p  mil  b  ut  f  : 
\l  L-   d  m  [1111    ifbbm  joebmp    If  in  if  o  p   [i    um    b  111  [ubm  j  , 

bL  p  jLplf[,Ut,  mi,  [,  jUumnumb-  ,[imp[J  mJ'mtff,  ,11 /  : 
"fiujunp   "  I'-f   nP   '['UJp  [<l  mif  tn.[J  b mil   plif>pn  pqAmu , 

"tb^t.  rL'^ll"' u"~  /"-pkutun  mb^bli  ptf  in  > Ju m ui m'li : 
U-JI  """pwifiiif  ^Lmmifpumif  nunbmf  ^jfumu , 

[i   m  m p m  ^  [um  p\   L  i_  [i   tj.utL.UM  nit   o  m m p  m  If  mil  : 
uibuii   Ll_  pl"f-   Aunf  in  in  in  pmtr  b^nif  niAi   b  pip  mil  , 

ftu jlimmm pmb~  bu  uiuubjp-bp-  i[ppif.ni[mlfuj1i  : 
fimntfmjmpnjg  bL.  pujpApujthbiL  n^pefubrnj  ujifl.iuu , 

np  puiptf.utjiu  j,n  mOifUif  mtnpmnjmpu  fbtAimlimu  : 
1 1  •>  in  If  uiAb  i  fill      m  if  m  u  p  i[i  [i  1  mpu    rf  in £in mu mil  , 

pppmijLiuf  Ifnjtnji'l,  uuiumlfui^m^iiu  mu pu ij  uiu uit,  : 
tju  J'^uimrLif  Lui   uAufiulfni.Tjmf   umpu pumffmli , 

um pumijtb fjt    I.  p  lf[it^rf  iiif  [iij    m b  11  in  If  11A1  in 'li  ; 
fjL,    Uun  mplfL  in  f    b~  n  t[m  £ui  uifm  a  u    HI  JU    qptfuiulfinu  , 

Lm£.,uuiuilfLiuf£  [,   jnju   iui<fo  if  mu  A  [Ai  pu    mu.u  : 
U.JU  ubn^riL.p^bmuupu  4uMif pbpbf  joJ  tupLuuili  , 

tf  [i  if  in  p  [J  ui  u  ij  L  h   ui  mli  I,  j   t[  uiiiinii    tut\n  if  ml  fin  u  : 
I1  a  If    puninp^  [i    [unpmAnpu    [n  m  u  tup  in  If  mil  ^ 

efptfrtL  in  p  in  J  ci  j  i  it,    gpuuitf plib  fjt  bplfjtL.nuilfUiu'. 
/'  j>m  pmJbiLu  £.mif  m  p&mlfbm  f  m  p  [1  mil  mil , 

'  C^'tt T  JU£^ltu^J9  ifmli  mtfmli  [1  tf  bu  u f  m  mn  i  m  If  in  1i  • 
U-JL*?  t  "ngni.ug  piim  m^iup^ftu  Lptii/ufmlfiuli , 

b  npj^'uuMib  bj°pu  uju"Tpjuinn  Apij.buj£  if  piimii : 

U,i i    [i   [unv.anL.if pis    if  m pif  m pin [i    m tfli pt_m Ifmu  , 
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ft  qmpq.mpb^  1ttP_Ln'-b'  P'utttt  mppnubml^mu  i 
I^iul.  ^iiiifmp b m J  miiAmiig  fti  pbmii g  qifm^   q  in iihi it'll , 

qjftiy  hi-  qbpl^fti.q  ^mp^i  jftiipbmiiu  umpunqmlfmit  : 
*fi  uiii  ftJb  ni.ii ui  jii  abn  pu  nijtjL  [  mqpmmmqmu , 

ku  (bum  mil  qb  f  qui%nL.ii  tjjii in  ui ij  qp<b    .  .  . 
PAGE  583.      Quui  ungmjiingpu  umpmuft  pummgbm^   Viuii , 

hi.  <fuitf iiifpu  £u  miint-u  Xfutplpnu  £tu  qui  guiiuuiu  : 
(i£  IfmifhpnJ  ft  jm^ftimp4hu  q.pJ-qpiSiiuiqtuu , 

qb  puiiih  jit  fti-p  qmitimplfmAhn.il  mil  if 'turn  £mqm1i  : 
IjuiL  mnmfjr   [Jmqmi.ttpftii   mil  if  u A  m  If  mil  , 

M ^7   A i.   tiL.il ft   qft2Juu1utiL.pJftL.il   qui uin qui bmii  ; 

^./^    it'-PC."    bUP    ^°ub/_   P"^LU J    upuftpUllpUlU  , 

it  mmni_gmiih  f  nptqbu  uiqbpu  bu  tqmqutinmii  % 
Quiju   £/«  it  tit  rj  b  in  f  pqAuru  p  pin  ft  L.  I  ft  in  ift  ui  q  in  If  mil , 
qft   tiL.ii  ft  g  ft  Jpu  uiui4nL.ftJftL.ii  jui4bq1i   ui  inbuilt  % 
0^  quiiiqftuih^  he  hiqhpftf^  ui  ui  pui  qp  in  If  mil  , 

ui  jq  iqmiih~mug  ft   m  ii  p  rr  in  bp  ft  i~p   pliftlmgmlfmil  : 
Qutquiqu  npnj  pumtuum  j  qui  ju  mi-bmm  pmii  , 

<> n qmq n pb~ n t_ ftJ b mil    Jut u in m Ifn g    pppmiimh  it  p mil  : 
/'  jft^tummlf  <nqt_nj  ftt-pnj  mirbq&ui  fftuii , 

mil  If  bp  jnL.ui£uig   hi.  ft  gbgnj   uiii ui  tqm  qmil  : 
Xhuuinuuhruiuiph  bu  ^n^uipftii  iriinqmg  ft  up  b  mil  , 

4utL.njii  4uiiin jii  iimftiiibmg  unpftii  npp  quui  biimii  : 
JjL.   qnqmqgnL.ii   fti.pnuif   {]uqb   Jmqm  Jul ft\i&mii  % 

hi.  ni_u  111  b  p  111  rj  ii  he  qumb pmgii  npp  lftn  ftibui  f  If  mil  : 
bqpmpgii  ftt-png  npp  bit  /nMmL  jmumpummlpuili , 

U'J"_  bl.  ppehpli  hi.  qmemhmg  lingftli  ^mifmjii: 
8 ml  he  juAbmff  Jhphe  ft  Jmjp  jbm  ejmiLmlhmli , 

S  ui  if  111  ii  q  111  if  m  j  it   ifbpAuiLtiptug   fteppii  m  p  L mil : 
££Abq   mqur  <b  if  pqymiiq  ftiqnq  uq    jnjtb   pqAmlfmii  , 

tpimpp  bi.  qhqpmppq.  ftif  miij- Ipui fjt  L /    u pppmquiii  : 
/'   11  nip  p   if  mqftJmliu  bu  ft  jmqoftJu    mtiirhf  m  pJ  mil , 

npp   qqppkmf    pqtf mAinbuft    IT mplpnuii    jft^if u/b 
be  ti'b  qu  mil  b  p  !•   4nq   bu  tftnyji    run  ft  g  qnftimli, 

pqiinumum   pqlT ft \°w  J  ft     uiinVu  miimpthmux 
PAGE   584.  qn,untn[,S„  ftf  ft  jmptbumu  jmju  if  p £n u[J L  mil , 

pqmbp  fimpqmifii  np  k  b-piioq  ftlid  if m pifiimbmii  : 

quihp   U  pjmp^ftrt  pq^uipuinuqmppii   if  mppmqmii  : 
IjL.  np  Ifpp ftJbmg  qftu  ft  jnL.um.if  1ibp4pif  mnt-ftJbmii , 

qmbp   Ibt-bmftg   prjii b p^n  1A1  pir    mnuf  m pmlfmii : 
tjL.  npp  jftl_buu  ft  /up^q-pnL.mb-  £p^if mpmmlfmu , 

ft    -fipftumnub   iftgftu   jftlbmL    jnqnpf  nupJbmii : 


ARMENIAN  MANUSCRIPTS— DER  NERSESSIAN  121 

SuJL.ni.pu   jnpm.it    q  phi,  hi    uifinn p   qui p 4 it t  p in  1^ mhi  , 

huiutffth  fym.fi"  p  /»  jiphhnLfi  ftL.h  m q  Ui if  uj q I, in  hi  : 
I] uipuuiqjL if  ft  jujuikluftu  juiju  uihfiujp£ujlpiih  , 

/»  juihiufum    hi.  juiuffUJ^liin.  J  in  if  hi  phimpni  fibiuhi  : 
QnpnLif  qiuufthi   4n  j  jp  uj pq_ui p n gli  juj^jufynqif  huih  , 

£c         jb^bh  quippui jm.fi  fitJhh    u/li qp in t  ui IfuSli  : 
flpnuif  J  tun  uihiq  u   uipuiugb  lli in  q ui if I,  hi I,  u b  mhi  , 

Jtqdbq  phq-  ifki-g  hi.  q"fi pftuuinuhui ju  phq.4ujhpui hui*u  : 
/»    jtunuiquiuuthi    Ji'i  fli    if  pm nihil. i    n i  p m [ti n if  J b  lull , 

ifftjut  tfi  in  ft  n  LpqL  J  uiumniuihrmfibuihi  k  p  p  n  p q_uj  Ipwiu  : 

COLOPHONS  OF  LATER  DATE,  IN  TlOtrgir 

PAGE  7.  IT  unuuJlf'^  b-iun.utj  \huinnth  n  j  Qo4u,Vubu  ifiupqimqLin  tint  pp  Ij^uihint  £- 
<Lkubkab   t,t"lrnLtLtuj%  :    Mkuujpujnp  x  1855: 

pujpL ffuou  pbp  tini_pp  in  if  butuipui  hi  u  'lil,  pffiiiptup  fyppuLttpfi  •  ruifqhi  hi.  ifbfy  jnuUvfuipft : 
hnpnp  jft^uiiniulfbui  j£  uipo^iu  fJ  ui  jiqiuut  4uihq  ni  ybui j  j  XfUiqjnL.b'b  hi.  pin  pn*h  linpiu 
btujqfym.^bu  mqtuplfhiujf  p  tnbqftu  p  h-ufyf,   [mull    p   fl  ,ftu  If  uihi  ft  u    n.tffiq  put 

12    Uhufuthifpkp    1880    opu  m_ppujfi 
PAGE  203.  (hhpu.^hnp4  5-5.    ^hmpnu  uppiuqu.h,  \j\pphujf,ul.mqnm 

U.qquiubp  Li.  p  ui  q  if  in  *Ju  m  in  fj.n  lufhnpq  Vbpuiuuiftnj  hi.  ^1  fit  p fihm  j  if  fiuiqLui  j 
q  uit  in n  in y  Ll.  iffiUmlpuy  hngfth  jtjhfi—fuuiu  qfiuqu  jui  jgh  th^nq^  tbuitf  uihhg  ft  tbujif 
10  1/2  ^phfynj  jU.",iAVlinpqiur„i'li  Vnupp  111  ui  <  hbbqhgLnj'.  ShqL.nju  ufipbrf  luq- 
q.ujjfthp  J  I' m  Ipu  pom  ml^bq  hi.  £hpif  4uuf ppLpjiu  nq^iuq.m.pb  ijbu  nfyh  ft  Imp  jilt 
Up  pnjnhm.fi  fiL.hu  fip/.hiy  puipLlfl.yfilf  IphuAjjip  op4hbgt  f'ulpnj'b  tfinifiinyfthi  fi  mi— 
unt  fi biuh*  Shqj-n  jh  $  Lq  luljiu  /  (  (l>ui  jtftuq  tuif)  q  uiiniiii.n  p  hi.  ui  J  f  Ifiun  m  ijui  p  ui  IfuAi 
iqiu  ymohil,  ui  jp ,  hu  *iu  pin  [3  urn  im  am  pin  pi,  iqiu  >in  tuqq  ui  jfilip  unp[i'li  JJ  p  p  in  rpli  n  ifJ  L  uAi 
q  [tif  h  fn  if1  upwujinnqnp  Ujqhpu  jlL  juUq_ph"fiu  IffiLpuilf^  inn  in  i  out  U  flL.pp  uivitxi  p  mq 
ifuiinnLqin-iiLf  hi.  unpfo  U p pujqun^[,uuu  ,,„,  q  if tt"dt  *tl  »^klU Ub l^t nt-fi t^fL 
fiujinhLfni/  /it  n  u  in  in  qui  i.  juifjipq  IfftLpui/fl,  iqiumui  p  mq  I,  /  ,  4huthi.hu, uin.ujL.out  up 
*l^hpuigif  uiu  VnL-pp  ftfuj^f,  utouu  hp  ibq^htjltli  m in L 'li ui [u  omit,  fl L  iu ifp  J  nqnij^pq  nq 
4nq.hi.np  iif  mp  million  p  n  j_  fp~  ft  ifb  p  if jt  in  it.  if  ft  £&-ni.hp£  jhuinj  b~uiunjq  uuihi.  jiLphuiuq 
inn.  l}\qt£U  nifuhauihr  iqiiipiniiiLnpni  p ^n'lip  '  hi.  jhphlfnjltii  Z^hq^  4uiuq_  jtufiL.  fuui£ 
ijhpujgfi  uipui pnqnt.p  jiiflip  Ipuinin pbq  :  ^nnni^nL.pq.p  4nq.hi.np  nupui fum.fi L  unf  p 
J  g  b  uj  f  if  bhuhgutu  jfj qhqh gi.n  j  '.  7/  /"  ui  U£  m  uip  m  u  m  n  i_  I,  j  n  if  jinVii  pq_  l[  flip  in  IjL  tun  in— 
Loui  p  u  in  piuqAui  ?/  in  q  4nqJhuhp  J- n  qn  q^p  q.n  g  U  ni  p  p  '/j  tu  m  in  pur  q  if  ujinnjg  hi.  op4— 
uhq  lJ.qq.fiu  if  ft  rn.fi  fit.  uu  Ll.  uitf pnq^m.fifiL.uu  ,  if  ui  u  u  in  i  npui  iq  b  u  ifiuuilpuuuiy  fit-p— 
buiug  "li  in  4  ui  iq  b  m  ui  1^  ui  li  l^l.uiu  pp  q  pm  in  in  I,  [  n  if  *  jbuinj  u  lju  I,  q  \j\qq.ftu  jujn.iu^q.ft— 
if nt.fi  hush  hi.  tuhnp  if ft^jiguk pu  ,  q  iqpnquig  qjj-Ui^ft  ufbwpu  hi.  m'li  n  p  iqmpuiq  mubpu 
lupuiiujui  jut  if  :  \jbhqkgftu  uiuniuip  pmqif ni_fiftLjj  if p  fun  hunt)  bp  hituif  tuuui  t.  in  u  q 
IfUinui  ifui  p  ui  l^ufli    Uj  juil^pou    iqui  \  mou  I,  ui  u  I,  p   ftphug   phi  in  in  u  bop    4mhq  /,  p<\  ifiunfim— 
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qutuop  4  hi  u  q  p  u  m  m  li  u  Ijij  uiun  ub/tu  ,  utifpnq^  2  1/2  fbuiif  uiqrj.nL.  pjpututhbp  fiioub— 
[nq\  bu  (fnqnij^n^pqp  utifbuutju  utbufutuop  nuhbit  qubptu  qqufi  q\bp^utgnug  muiL  — 
uutpJOunL.pJpL.up  jutub^gub  [n£  p7b  if  bp  ubplputj  putqAuAipp  if ' pnupT-buhu  bu  qtqpngp 
jutn.ut^q.pifnu^bubu  ufpuip  upuutltnup  bu  n<  '"Ji  t*"  t :  Sbut  utuutputifutu 
JJnt-pp  tfutuiutpujqp  bpp  qqbutnftup  \J,n.utgun  pq-Ut  putu  q^q./iifbp  tbnqnq^nupq.p  jp 
pbplipni-JJbujif p  jjp^utujutuihg  qunpftu  U ppujq%nL.pJpL.upy  bu  uut  upututpnuju  op4— 
unupJbutif p    uip&ujbbg   qJ-nqnq^nupq.uu  %    /»   t[fTP2.nJ  ^H.^tUf9Ln9  putqui— 

ptulputu  q.npb-bp  utifbuutju  op puutun pnujifbutif p  butpqjt  qjbbpnif  bu  ibnqnq^ng  utu— 
q,uttfubpu  Iputqifh  pnif  bu  q\uub  putguh  pn£  bu  ungut  ututpuiutunpnuj^puup  jp^bgub— 
[ni^  4utuqbp£ ,  4utpb^  qputu,  f)  bbqbgun j  utut  jb-uin.nup7buiu  bu  tpujpngfr  jutn.ut£qp— 
JnupJhuMu  bu  llqqpu  JpnupTbuiu  Zptfuutbutu  tqut  jJ'utuubpbu  lq±hLniL  <»Muutju  ui- 
ppnufifbuitf p  ipnjP  m ufli p j  bu  qnpb-b^  uiun.uin.uipt 

U.ju  op  np  b  I]  buiutbif  pbp  29  ifbbubguiu  tuutn fi :  flj  .  tqbutpnu 

uipt]  •   JT  utptnftpnubutu 
U  bpuiuuiutgfr 

PAGE  309.  U.JU  op  u/juututybutpnu  upputquttt  4utjpu  ujnuuiutgfiu  4/tifhut  pbnufS-fiuuu 
putqif 'uifjuuiuinuf&buid 'p  np  pit  uiltiup  tup  ft £  UMubtupbfJp  b  uljutputqpbj  bull .  bub. 
1888  Znltutbfpbp  10  llpubu  q-utpp 

INTERPRETATION  OF  THE  CANON  TABLES 

Page  2.     4"v.7"L,/^  Lu  r^'P  tqutututupjutuunj 

"i^utuu  /ttnputuuigu  bu  qnuhn j 
bu  qutuutqutu  h-utrjlputug  uipUlpn j 
4utunugu  bu  m Jj^  buu  qbuqutuun j  : 
^utpgnuifu 

bu  ql'^'t  LuututSuin.  utjug  ptnputuft, 
np   gbqutgbq   qnuuop    Ipurpf  ft , 
bu  q.utqutuop  Ppn-ghop,  jm rSi tuft : 

III  11!  ill  11  flllllll [l 

Qutuutqutu  ft  up  qnuuutltutqtf  butip  , 

llj  tip  tulip  bu  4puup  uibpbup  bututbui^p^ 

\)' ui up  bu  b-utqpljp  np  puAiruutbhu* , 

■iuiLp  bu  ruutqutup   np  u plpu phut jjt\ 

ft  ill  qn  i  if  b  ui  n  ui  jun  p^nupq.  ungut , 

bu  Jbbiufbb-  if  putu  nuli/i  urn, 

fiutjg  q\bg  if  put  op  utubtfp  ut4ut , 

qutn.fi J<fu  bu  quiuiutfiiun.  qngut  ; 

%utpt  qp  utubutuipuiuu  ui  J  u  , 

bu  4nqbunp  qppuifuin  p  fywju , 

2bnutifp  i/ipp/fi/^i  uibuttLU  Qpunuup 

jbbbqbgpu   utpu/tbiuL  b  jutjul 
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bt-  npujbu  tuutj.  pngpu  ujuj4bp , 
bt.  pngbrjbu   uni.ftU  tjtj-bif  iit^li^  p , 

p If  Si  It'll  III 11  f  Uip^t    b  llllLll  fll    If  It  'll  Ultf  , 

ijjuult   bptjftt-tjh   np   ti'inbf   If  us  if  lt  p  : 
U,um  ^bftnujmbu  bt.  gtuhljtu jjt  , 
tj.bqujtj.bq   tfrtLUn,/   qujpij_ujpp  , 
it  tfr^pujujku  p  utu  fputgp, 
"  ['P    UlUltbuujU    IplUtpUJtJ  bjjl  : 

t> P l[P n P funpujupu  utu  f] "i p rf  tup L in f  , 
^iiAiqp„u,nL[Jb,uh  gnjgp  kpht-kuM^ 
b^luri  P  Ijbpmljpnj   utf utu L a b ui jy 
br  tu  rjljn  t.U  p   tf s at /_ /// /// //   j L rjju hut  IjL  in f  : 
ft*pn£nL.u4p  iiujitp  ui'lt  tj  ui t.  it p L  in  j  , 

tj.njbp  ui  £  ui  tj  iifbp£mt.npbtu  j  , 
n  pmj p  ijij  bp  pu  ipiun  u  7i  p  If  ui  in  b  ui  J  , 
bpbi.b fbopu  qhn juu  pif  uiutu  f  : 
fri.  uijuii^u  prjunutu  tnbubuij, 
qptfuiuunpu  UJJUnu  n_puibujL, 
pn4tr£tnni-p7pL-Uu  ufiu  j&ttititntjbiit  f , 
quit-h ui  ui  pit  p  u  iff  pin  int.  nib  b  in  j  • 
bppnpip  npujbu  <ui,i,n,ii,i,n,  ff/,t_ijrt 
np  uj p tnui p [ill  upui4  be  ij.uji.pp- , 
bu  uhpphtujpu  tnui&uip  bpljuftg 
ububtutj  putgiun_nj%  p  t[b4[ig: 
Op  rjuiptjuipbiu/  h  ujjuujpup, 
j i f <  // m i  n  p Oprj    ujtjtj.fi  uitjtjp  , 

lb  tlfu,u9nL4  qhn1^ry  4JTl'b'u> 

pJb  h  u f  ui jbrujn.  ujntut-b jjt  : 
<pbnbgljuitj.n ju  uju£utn.bjji , 
bt-  tj.bptuqut'ug  puAi  nnpu  jmjuiUp , 
npujbu  tf  ui^n  fp  J bit  utppuijp, 
putU  tjujpuiujpltu  unju  itppuA/t  : 
Ujuujbu  ifiuptjrtt^p  utjung  funpujup, 
bu  jutptf  m  pit  tin?  p  tj.btjujtj.nLhp  , 
np  utpmujppU  b  uiju  tj^ppp, 
if  bp  in  if  'li  ii  l  [J  [i  i  h    uituri  ft  u    mbugp  : 
Qnppnprj.    [un  p  tulip  u    tit  ju  uuiqbjp, 
tjljbptu  tujjutup^pu  pnjnp  nuup , 
ijjjppu  bpljbp  ubp^pu  bpljpp , 
pnuung  (Zpngjng  np#  bbu^ujup  : 
S.tufU  gn^gtuub  piy   ,ii,Lm,upui1i , 
ncup  ptjppljni-P pt-h  ifujprj.btuu  , 
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PAGE  3.        £*-  tjlrnpnrLnerflj   m^[„iiip4u,lpiili  ^ 
nmif hit L  tjriL.li g  4m  um putlpw/h  : 
Qft  p^"J-  tfmprpnjli   in  it  plrh^mpurli 
p y  y  ui m ui m mput li   mlip&mltmu  , 
7Z'"7"  PurtjAULnp  <t '>/'"/  Itngujju, 
ij-lu pAlnti ^  p'l,ll   <ljrt jlr  >ii if  m m L  ij mi;  : 
^pluj-hpnprp     np  £np£  Lhli  remit  p  £  , 
Itp^mltm^hlt  tllnpg  mehmp^, 
if  m  pip   he   LUn.pL.b~   Lit  L.LUpb'pL.py 

np  plmrpmenp.g  hi,  p  jhpltpp : 

X,n  jliut^u   Aplfitmpimrppili   iiiitui  ph  w  pp  , 

he  if  mptpmptptu  hit  ui  pin  i j  in  ij  p  , 

LjLunrLupL;   It  mil  mil  1//1  prppmummghm ^  , 

nltp^mltu  til  11 L ui i  neuftu  l^mpimep}  : 

If  0.  ttttjuii.lt  ftp  rjhngmjli  nelt^iu  , 

"/»,£  £t-  LurLplt  rjunepp  4nrpplr , 

phubrpphrp  he  Jntluhu  <pu, 

he  L  t  fJ tii'li ui  ti n i_"li  t)  Lpneltpli  : 

IJ.iJ  n  tijL.li  qpuLUL.  tjnprpp   ui  Lift  pit  , 

Zz_  i^w      put  it  nt. if  if  nrpu  pl"f-  liif pit , 

npp>  rpui  pineghm  j   rjhpL  ii  u  iil.1i pit  , 

Z  /_   pjnp^pprpnglj    mutrinemhm  J  fill  I 

J'u/j  u/tpmifmprplr  pr^ph^uimljmg^ 

tjmlimpmiripgpii   ppltnLpTLmltg  t 

tit  lip    Itfutip^lll.ptp    jneuhrjplimg  , 

"VZ^  "VZ"?  ^•»'"l  "fl>  ""3U1J0 : 

'^•JLV"l"lLu'k   UMUiUM^Uttvh  h  U1JU, 

'it   '1">^""1>"1>   hhu^mufrpu  taju, 
pqtfujpn-liLUjpu  nujltLunujlj  pmpu, 
up^mltmtjblt    mil    jt   j filial., till u  % 
Opuihu  u  tip,  ui  hrjklr   tup  J  mil , 
rppn^kp  //    «»^/'/'  uiLLmmpuili, 
4imf  m  put  p  ptiitru    jut  ju    4pp£nt-m  limit 
tp  h  nli  nielli  tj  I,  it    tjputtt  pl\ui  ljuili  t 

HjULubu   hL.  /r  JLUJifhuUJJU^ 

ru1'tu"J  JUJtLUJ'b9  T  ^uujnmlirpp , 

Ijpmmljpu  ^ppumnup. 
liptftu  1m  put  hit  m pJ-mup  x 
flpuibu  liptf  mil  Lit  Lit  limuiljutg  , 
pmppmpnumg    mqtpu    he   <purp{mg , 
Z  t_  ujluui  mn  nrjppli  uiiipLb^mg  , 
Zz.  mlimtiriL.il jili  mlttf  puimg  : 
Orpmmmplrli    4mep  4pmmpmmgr 
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Ippujupbnjg^b  iu/uti,uiu/,p<ug, 

oA  funpiuif.buip  Ifujguji.ji  u  burning, 

hi.  UJgUJnujng  u[,n.ujgnnujg  : 

fjpng  bnliL.  uuf  l.  'hl.  g  nt'li  , 

UML-hinui pujiiu  ipppbnj-jifpt^u , 

npufhu  ujut  Sujpujlfhugpu, 

bnu  ku  wn.pt.Vh  p  JptuupV  : 

PAGE  4.       U'J""4'/'^  upppnjquju  nLunufuiuufipiug , 

4ujpg  bu  btfpuipg  ifbpng  autn.ppT\i  [up'bif  pntfuig  , 
u  mlfui i_  11    in ju   ftu£   ufuiui&iun.    4uiiit2utpturf  puiuig  t 
bu  4pif ph  pulfpuif uih  p.uiupu  tui.Luil.iug  : 
5/'    lupuiujugnu^  pJt   n£    tunujug   fun p4 ppn.n g , 

'/""^  ^£  ,jiu  jpiuigiup   lLiu,f  luuuihg  puutpng, 
Uplfuipbuif    b  11  J  if  If  ill  ti  b  u    p  in  'liij.ni  hi  <Y  p  it     if  null ng  , 
Zri.  I fiu if  bpipubujf  bqbu  jmpJ'iuppii    bp  muting: 
]}J  n p4  pp  rum  Ifmu   [u  u pu/h  pu    mjunjiplf    ui  m  u  n  uli  p  , 
,un,iiVp,j,  bu  um^tfmubmf  Zpfnuug, 
in  J  if  ^nif  L  i I  in  p  J-   nuutf  mtfp    bu  [unp   pd' mum  pup  , 
m  L  u  L  in  I    if  iu  u  in  gbm  fppu    joppuhgpu  jpunjupx 
^"'Jhl'"  t  lRulluVl-u'L   Ufmj^mnmgnugpu , 
£t  tf.bntj.bnkujf  nubunu\  juqupumgnug/jh , 
Y/»   mjuftt  J*,   mbugji    ipmnpu   muL  ui iu pnAi p\i  , 
Zr t_    muuibuph    lluium  b  n J    pif  uiu utui u p ph gpu  % 
flpufbu  mil Im^i   Qlonnu  p  jpupnuif  pTpq^pTp'ti^ 
bjp~h\    mubpbun jfippu    tu u ui n i~uib~  111  j p'li , 
bphuh  fboppu  pif lugbiuf  mbumujiu  , 
Z>  t-  ipmn  u  if p£tn  uAjn.uin.uip  mn.  um  mn  mppu  : 
Snpng  bruib^lfuiuibu piju   bu  J' putmunpuig  , 
LnuuwL.npbu,Lg  ifignup  //  7  [unpmumg 

[i  funp^nupruph  funppu  uiujnpu  mubmbmg 
[i  puitfif  miiiif  uiLuuilfu  in n  mppu  nupT^b  mug  : 
^mu,upbfnu\  tfimif/i/fu  [,  ^iii/mmJ'mpiimg, 
t  J°p/'un'-'IJ^'  4puuif  mu  mpumlfp  ipmn  mg  , 
tfmmbupu  uijunp[itf  np  h  bp  if.  Ifbuujg  , 

ftiuiiiuinnu    4ntuung    pmu£i£  ifbqtuumgx 
flpnuif  in  pJ m'li  mi  n  pu  in  pm  ugh  pfif  btf , 
miftfumbbgn jg  11  n i.p p  4nn.pu  bu  pnAbt£^ 
bu  bp  mpj  m  in  I.  np  ui  g  np  mil  Abtf  bu  tfbq^y 
lupqjupngph  ifujupli  p  fnjuph  uiulftq^t 

Page  5.  u,Jhuujju  Cut  np  %  JUJljuujp4p, 

u fp lnnjumgnup    J'ujpn/fiuu    jbp/friL.    suiuiutup , 
At,  4ujplfuji.npujn.njuu  npufj^u  bu  if  ui  ptfuji , 
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hi.  tjju jhpf  in  upu   np  h  4h^inuj^p  : 

^tupLuiunp^fAi  hu  jn ju  hi.  oq.  hi.  hpqfip  , 

hu  p  uif tuuh  4 uig  hi.  2/if-pg  hi.  uiqppi.p  , 

uinuuug  npng  n£  h  4puuippu  uiiqpp^ 

hi.  qui  if  lliuL  qhuq_uiup  lLu,J  IppH't"*  jl> i  • 

t>uq  i J  lit  jh^m-pJpL%^  hu   4h^uiuj  [Jpgp}*  ■> 

npuihu  ifppq  he  4unf htf,g  ii^m j& m rLn ^ [J  ji l5j ,p pli , 

4ujuqjiuui^    if  if  in  ju  rt  l  jJ  ji  i_  'li  g    hi.    qui  pqujpif nt3b  jtph  , 

npujhu  jupuq.pt  Jujpifpu  qufiuiqtu  ip ui ip n l-fe pu  : 

IhpiJ-  ***  ju    hpbt_b ij,   n  nil  it  fi ijit    hi.   4  n  ui  n  ij  u  , 

hi.  ippn*£  S iu 5y qpuui L  uj if p  hi.  j> m rjjj put4uiif  ntju  , 

£bpujuujiflg  4nij.hi.np  p  jpifiuUiu fjpu , 

q\ujjhL^nLp[,i.uu  Jiuuhm  ui'uduM^iuhuMupu  '. 

ttp*Hk"  JU.u£UM'ulljl_b  t  ITt  p"*p*"«p", 

hi.  ipiunu  ht_  uiujuifu.  iFh&p  utut&tu pjfu  t 
n.uiumpujpuiljhp  mhp  qujqqu  jiupiujhqpu , 
lb  Jnn_tnlt-P  kqbuiL  jt  piug  4humhugjtux 

&£.  qpu^ujuhpu  ungnuug  hpqpuiLnp  ?u>Un^, 
/juj^ujnhp  uiiujp  pfuAiu,L  qkpquuijpu  phpqpnt-ug^ 
qjp  tip  iuuViu ui L  u fjji u  unguiju  puuihqnuug , 
hu  phhhugpu    uiputtugu    npujhu   qui jpuqnt-ugi 
(\piqhu    4ppuiifiujhtug   Spuni.u  4uipgnqpu, 
ph^ujubp  ifhb-ujmiuuu  hp jtutuiuui pq.jtu  , 
ij  ui&uju  hi  qJbu$JLu  bLP  ^fL~  tntul_  ujqjtuiut pu  , 
ipnpj/i£  jt   4nq.ht.npu  pqif  ujptfuuit.npjiu  z 
3wju  tfpwpu  uiujkghiuL  qutuqjt^pu  utUMn-ftu , 
hi.   4pifuuiq.jtpig    upppnj  uiukuiutpuiupu  ^ 
4h^inujuihujt £   q.kqoj>   qni.uujn.nju    hipu  , 
b-ujqlpuug  q.hqhgqm.phujiT p    uqujphuj^    uihu£ui^pu  : 
PAGE  6.        QutuunLut  qujuuiuiujtiuju  putug  uihuip  np  p  uif  uj  , 
nuqpu   jpujihuAi   nL.up   qu p^uiu Ui l[   unpus  , 
bpqpug  hpqpp  tuuggpu  hi.  pu/ug  pit  if  plitu  , 
npuihu   pujtu  puq  uiuutrj : 

f>uq  4ujiF ui  jupg  iiiuiiiit\um  p  uj  ju  p  if jtujujtu  , 
uihuuiuhfhujg  tfhpng  p  qn luj p & n l p? p t-u  % 
hi.  p  uppnub  £p"h^  ifujuquiug  uai-pp  nLpjuijtu , 
4uj jnqujgu   ~>>us  utin n ij  juiut qni.pJpi.%  unppuz 
fipujbu  hi.  jt  if  pn ju  gujnuj4n pnq^jpu  , 
yppfd ^uj% ig    ujphqujh^uiu    uujju    hqujuuj/jfih , 
Lhpni.ug  Juipqg  hi.  4nq\pui£  hi.  q\ujjp#  quipqujppu, 
b-uiqqhpujug  q_nLuuiqhq  ijjJJ jhinu^  b-ujqqjtu  : 
pquihunqu    4pp£Lni  ui jji   ju puj  juutui gnt-gujuku  , 
gujqgpuiuihu  pbpqptiLpJhujif p   4pui£uignt.gujuhu , 
hi.  q^gjiifu  l_P0CUJl_  4n ui n ij  qifuijpbgnt.gujuh%f 
pni.J-ni.ifu  4pt.ujuq.  if  utpifun  j  if uiuiui  hujpuiphu  : 
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Plate  1 


Fig.  1.  Fol.  115.  First  Page  of  the  Gospel  of  Luke. 
FGA  33.5.  Four  Gospels,  11th  century. 
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Plate  5 
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Plate  7 


Plate  8 


Fig.  13.  Fol.  132v.  Annunciation. 
FGA  50.3.   Four  Gospels,  12th  century. 


Plate  9 


Fig.  14.  Fol.  100.  Transfiguration. 
FGA  50.3.   Four  Gospels,  12th  century. 
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Fig.  26.  Fol.  30.  Fig.  27.  Fol.  109.  Fig.  28.  Fol.  124v. 

Figs.  25-28.    Marginal  Ornaments  and  Initials. 
FGA  50.3.   Four  Gospels,  12th  century. 


y_-//cA  "  //v///y  ftt 

:it::siit:i  r  r/::s-:m 
ucrtntun'tntr  a 

z'SHIzS  '  'Il-H'irillisl* 
lt~3h£ii  !HtH*U  '/«/.' 

J§   r ' 
kll'lfil  u 

Hi' -mum 
uh'ii'ui'L^inmi't: 
uiz-  -iirfa 
^i/£iiry^i:ifu^£i£sn 
iVrL-riflii'MLriirh 

29.  Fol.  40v. 


I II:  it  111  zi 

'  ilii'iiJiuri'Wi' 
uvjiH'ii .  iiij-un^a 
imajj  'i in-  f',  i  I'm: i I- 
I**  c  warms  ;  /:-/  7, 
jii'litu'iiizi  ./.fin- 

UhzSHIzS 


11 ifiui. />/"//- 
'inyii.  a  hliii  :ri.i: 

Fig.  30.  Fol.  57. 


Ctn$ti:i  \rUiLL 

j     -  iirULf  hll'IJ  11 

['■'//a  a      ifiri  U 
':     Slt&ttfi  t 


amis 


31.  Fol.  185v. 


(/'////  lllllliriliUllhllUU: 
7/  >  IMz  ^ttr 

1 1  "/■  /:///:  //  7-////7//-tV/; 

£/.!-/:  //  /,;//  :7y  li^Ullll  i  I! 

i.i  «//.*./7->//.'"7/.7//.'*///.'-7 

/////7V/o///7/  /o///-  >/ 

X  - 

,77»  '  'ihilli:  iiWIkJTMI- 

l:t I  HZ* 1:111- HI  I . I  bill- <>j :/:} 

^     /•  'liltrj'h  vttfirirX'h 

4  ////'.'  "■ 

f 

^/://-        *  i:rm.i!i(iinizi  iii- 

'Y/:         |  "ihj'l'im  ;  /;/-//#£ 

w  unity ilu  inim 

Fig.  32.  Fol.  260. 


Figs.  29-32.    Marginal  Ornaments  and  Initials. 
FGA  50.3.   Four  Gospels,  12th  century. 
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Fig.  45.  Fol.  15.  First  Page  of  the  Gospel  of  Matthew. 
FGA  44.17.  Four  Gospels,  a.d.  1253. 
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Fig.  53.  Page  1.  First  Page  of  the  Gospel  of  Matthew. 
FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  54.  Page  2.  Ancestors  of  Jesus. 
FGA  32.18.  Four  Gospels,  13th  century. 
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Fig.  55.  Page  3.  Ancestors  of  Jesus. 
FGA  32.18.  Four  Gospels,  13th  century. 
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Fig.  56.  Page  4.  Ancestors  of  Jesus. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate  32 


Fig.  57.  Page  5.  Joseph's  Dream.  Fig.  59.  Page  10(b).  Massacre  of  Innocents. 


Fig.  60.  Pages  8-9.  Adoration  of  the  Magi. 
FGA  32.18.  Four  Gospels,  13th  century. 


Plate  33 
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Fig.  61.  Page  11.  Joseph's  Dream. 


Fig.  63.  Page  42.  Healing  of  Peter's 
Mother-in-law. 


Fig.  62.  Page  20.  Sermon  on  the  Mount. 
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Fig.  64.  Page  43(a).  Healing  of  the  Sick. 
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Fig.  65.  Page  17.  Temptation. 


Fig.  66.  Page  43(b).  Isaiah. 


FGA  32.18.   Four  Gospels,  13th  century. 


Plate  34 


Fig.  67.  Page  44.  Stilling  of  the  Tempest.  Fig.  68.  Page  49.  Jesus  and  Jairus. 


Fig.  69.  Page  47.  The  Paralytic  Healed.  Calling  of  Matthew. 
FGA  32.18.  Four  Gospels,  13th  century. 


Plate  35 


Fig.  70.  Page  50.  Healing  of  a  Woman 
with  an  Issue  of  Blood. 


Fig.  72.  Page  52.  A  Demoniac  Healed. 
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Fig.  73.  Page  67.  Healing  of  Withered  Hand. 


Fig.  71.  Page  51.  Two  Blind  Men. 
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Figs.  74-75.  Page  75.  Jesus  Teaches  from 
a  Ship.  The  Sower. 


FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  76.  Page  69.  Healing  of 
the  Demoniac. 


Fig.  77.  Page  85.  Herod's  Banquet. 


Fig.  78.  Page  86.  Burial  of  John  the  Baptist. 
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Fig.  79.  Page  87.  Feeding  of  the  Multitude. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate 


Fig.  80.  Page  89.  Jesus  Walks  on  the  Sea. 


Fig.  83.  Page  99.  Peter  Confesses  Christ.  Fig.  84.  Page  104.  Healing  of  the  Lunatic. 


FGA  32.18.   Four  Gospels,  13th  century. 


Plate  38 


Fig.  85.  Page  107.  Peter  Casts  the  Line.  Fig.  86.  Page  117(b). 

The  Rich  Young  Ruler. 


Fig.  87.  Page  117(a).  Fig.  88.  Page  108.  Jesus  Sets  a  Child  in  the 

Jesus  Blesses  the  Children.  Midst  of  the  Disciples. 


Fig.  89.  Page  124.  Jesus,  James  and  Fig.  90.  Page  126.  Healing 

John  and  Their  Mother.  of  the  Blind  Men. 

FGA  32.18.   Four  Gospels,  13th  century. 


Plate  39 


Fig.  93.  Page  129.  Entry  into  Jerusalem. 


Fig.  94.  Page  141.  Ancient  of  Days,  Fig.  95.  Page  159.  Parable  of  the  Ten  Virgins. 

Abraham,  Isaac,  and  Jacob. 

FGA  32.18.   Four  Gospels,  13th  century. 


Plate  40 
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Fig.  96.  Page  167.  Jesus  at  the  House  of  Simon. 


Fig.  98.  Page  169.  The  Last  Supper. 


Fig.  99.  Page  183.  Pilate's  Wife  Sends  a  Messenger. 
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Fig.  97.  Page  168.  Judas  Receives  the 
Thirty  Pieces  of  Silver. 
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Fig.  100.  Page  181.  Judas  Hangs  Himself. 


FGA  32.18.  Four  Gospels,  13th  century. 


Plate  41 


Fig.  102.  Page  180.  Peter's  Repentance.  Jesus  Led  to  Pilate. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate  42 


Fig.  104.  Page  192(b).  Entombment  of  Jesus. 
FGA  32.18.  Four  Gospels,  13th  century. 


Plate  43 


Fig.  105.  Page  193.  Pilate  Asked  to  Set  Guard.      Fig.  106.  Page  197.  Jesus  Appears  to  Disciples. 


Fig.  109.  Page  194.  The  Sleeping  Soldiers.  Fig.  1 10.  Page  196.  The  Soldiers  are  Bribed. 

FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  111.  Page  199.  First  Page  of  the  Gospel  of  Mark. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate  45 


Fig.  114.  Page  219.  Jesus  Teaches  from  a  Ship.         Fig.  115.  Page  231.  Healing  of  the  Woman 

with  an  Issue  of  Blood. 


Fig.  1 16.  Page  227.  Healing  of  the  Gadarene  Demoniac. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate  46 


Fig.  117.  Page  263.  Healing  of  the  Lunatic.  Fig.  118.  Page  251.  Jesus  and  Disciples. 


Fig.  121.  Page  303.  The  Disciples  Fig.  122.  Page  278.  Healing  of 

Seek  a  Room  for  the  Passover.  Blind  Bartimaeus. 

FGA  32.18.  Four  Gospels,  13th  century. 


Fig.  124.  Page  315.  Jesus  Brought  Before  Pilate. 
FGA  32.18.  Four  Gospels,  13th  century. 


Plate  48 


Fig.  126.  Page  323(a).  Descent  Fig.  127.  Page  305.  An  Apostle, 

from  the  Cross. 

FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  128.  Page  314.  Repentance  of  Peter. 
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Fig.  129.  Page  323(b).  John  and 
Holy  Woman  at  Sepulchre. 
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Fig.  130.  Page  130(a).  The  Fig  Tree. 
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Fig.  131.  Page  130(b).  Withered  Fig  Tree. 
FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  132.  Page  329.  First  Page  of  the  Gospel  of  Luke. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate  51 


Fig.  136.  Page  361.  Temptation.  Fig.  137.  Page  345.  Circumcision  of  Jesus. 

FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  138.  Page  359.  Ancestors  of  Jesus, 


Fig.  139.  Page  369.  Miraculous 
Draught  of  Fishes. 
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Fig.  140.  Page  372.  A  Paralytic  Healed. 
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Fig.  141.  Page  373.  Jesus  at  the  House  of  Levi. 
FGA  32.18.  Four  Gospels,  13th  century. 


Plate  53 
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Fig.  142.  Page  386.  Raising  of 
the  Widow's  Son. 


Fig.  144.  Page  401.  Jesus  and  Jairus. 
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Fig.  146.  Page  447.  Healing  of  Bent  Woman. 
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Fig.  143.  Page  391.  Jesus  at  the 
House  of  a  Pharisee. 
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Fig.  145.  Page  397.  Jesus  Awakened 
during  a  Storm. 


Fig.  147.  Page  452.  Healing  of  the  Dropsy. 


FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  148.  Page  461.  Return  of  the  Prodigal  Son. 


Fig.  1 50.  Page  472.  Healing  of  the  Ten  Lepers. 


Fig.  151.  Page  477.  The  Pharisee  and  the  Publican. 


Fig.  149.  Page  483(a).  Healing  of 
the  Blind  Man. 
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Fig.  1 52.  Page  483 (b) .  Zacchaeus. 
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FGA  32.18. .  Four  Gospels,  13th  century. 


Plate  55 


:3tiHi?tt 


Fig.  153.  Page  489.  Entry  into  Jerusalem. 


Fig.  154.  Page  499.  The  Widow's  Mite. 
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Fig.  155.  Page  484.  Jesus  at  the 
House  of  Zacchaeus. 


Fig.  156.  Page  512.  Agony  in  the  Garden. 

FGA  32.18.   Four  Gospels,  13th  century 


Fig.  157.  Page  508.  Communion  of 
the  Apostles. 


Plate  56 


Fig.  160.  Page  516.  Peter's  Denial.  Mocking  of  Jesus. 


Fig.  161.  Page  515.  Peter  at  the 
House  of  the  High  Priest. 
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Fig.  162.  Page  533.  Supper  at  Emmaus. 


FGA  32.18. 


Four  Gospels,  13th  century. 


Pi -ATE  57 


Fig.  165.  Page  535.  Jesus  Appears  to  the  Disciples. 
FGA  32.18.  Four  Gospels,  13th  century. 
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Fig.  166. 
FGA  32.18. 


Page  537.  Ascension. 
Four  Gospels,  13th  century. 


Plate  59 


Fig.  167.  Page  539.  First  Page  of  the  Gospel  of  John. 
FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  169.  Page  577.  The  People  Seek  Jesus. 
FGA  32.18.   Four  Gospels,  13th  century. 


Plate  61 


Fig.  171.  Page  595.  Jesus  and  the 
Adulterous  Woman. 


Fig.  172.  Page  607.  The  Pharisees  and 
the  Man  Born  Blind. 


Fig.  173.  Page  610.  Pharisees  and  Parents  of  Blind.  Blind  Man  Worships  Jesus. 


Fig.  174.  Page  666.  Jesus  Arrested.  Fig.  175.  Page  667.  Jesus  Led  to  Annas. 

FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  176.  Page  674.  Pilate  and  Jews. 
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Fig.  179.  Page  369. 


UWUO  ' 
l.lU.iil  :M> 
.1  IIMIItltlH'«|  41  Wl 
OUi-U  II  pt.l-l'l--i-  'S1'. 
Miir  U1»1«VI  LI 

vMLvVlrlill^W  1 

1 ,  1-iviiaVhi -mm.  l 
*i-«hi»i*um»  wjw.-svi.ii;  1 
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Figs.  177-181.  Marginal  Ornaments  and  Initials. 
FGA  32.18.   Four  Gospels,  13th  century. 
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Fig.  183.  Fol.  232. 


Fig.  182.  Fol.  8.  Portrait  of  an  Evangelist. 


Fig.  184.  Fol.  252. 


Fig.  186.  Fol.  266. 
Figs.  183-187.  Marginal  Ornaments  and  Initials. 
FG A  56.11.   Four  Gospels,  a.d.  1263. 


  tfbuipnv 


Fig.  187.  Fol.  245v. 
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Fig.  257.  Fol.  27v.  Passage 
of  the  Red  Sea. 


Fig.  258.  Fol.  63.  Moses. 


Fig.  259.  Fol.  102v.  Moses. 


Fig.  260.  Fol.  178v.  Isaiah.  Fig.  261.  Fol.  21 1  v.  Isaiah  Fig.  262.  Fol.  246v.  Isaiah. 

and  Hezekiah. 


Fig.  263.  Fol.  248.  Jonah.  Fig.  264.  Fol.  278v.  Fig.  265.  Fol.  284v. 

Habakkuk.  Three  Young  Hebrews. 


FGA  37.13.   Psalter,  14th-l 5th  centuries. 
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Fig.  269.  Fol.  142v.  Headpiece.        Fig.  270.  Fol.  32v.  Headpiece. 


Fig.  271.  Fol.  297.  Headpiece.  Fig.  272.  Fol.  1.  Headpiece. 

FGA  37.13.   Psalter,  14th-15th  centuries. 
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Fig.  273.  Fol.  lv.  Fig.  274.  Fol.  2.  Headpiece. 

Joachim  and  Anna. 


Fig.  275.  Fol.  8v.  Virgin.  Fig.  276.  Fol.  13 v.  Fig.  277.  Fol.  16. 

Annunciation.  Adoration  of  the  Magi. 
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Fig.  278.  Fol.  32v.  Baptism.  Fig.  279.  Fol.  35v.  Virgin.       Fig.  280.  Fol.  41.  Presentation. 

FGA  37.19.   Hymnal,  A.I).  1651-1652. 
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Fig.  281.  Fol.  44.  Anthony. 


Fig.  282.  Fol.  46. 
Theodosius. 


Fig.  283.  Fol.  48v.  David. 
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Fig.  284.  Fol.  50v. 
Stoning  of  StephExN. 


Fig.  285.  Fol.  53v. 
Peter  and  Paul. 


Fig.  286.  Fol.  64.  Jonah. 


Fig.  287.  Fol.  66v.   Adam  and  Eve.  Fig.  288.  Fol.  67.  Headpiece. 

FGA  37.19.   Hymnal,  a.d.  1651-1652. 
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Fig.  289.  Fol.  67v. 
Good  Robber. 
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Fig.  290.  Fol.  82v. 
Good  Shepherd. 


Fig.  291.  Fol.  103. 
Forty  Martyrs  of  Sebastia. 
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Fig.  292.  Fol.  123v. 
Praying  Figure  and  Dove. 


Fig.  293.  Fol.  132v. 
Raising  of  Lazarus. 
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Fig.  294.  Fol.  135. 
Children  (Palm  Sunday). 


Fig.  295.  Fol.  138. 
Entry  into  Jerusalem. 
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Fig.  296.  Fol.  142v. 
Wise  Virgins. 

FGA  37.19.   Hymnal,  A.D.  1651-1652. 


Fig.  297.  Fol.  150.  Betrayal. 
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Fig.  298.  Fol.  167v.  Resurrection 


Fig.  299.  Fol.  168.  Headpiece. 


Fig.  300.  Fol.  154v. 
Crucifixion. 


Fig.  301.  Fol.  210v. 
Ascension. 


Fig.  302.  Fol.  255v 
Pentecost. 


Fig.  303.  Fol.  17Sv.  Head  of 
John  the  Baptist. 
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Fig.  304.  Fol.  238.  Dove  of 
the  Holy  Ghost. 

FGA  37.19.  Hymnal,  a.d.  1651-1652. 
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Fig.  305.  Fol.  240. 
John  the  Baptist. 
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Fig.  306.  Fol.  247. 
Gregory  the  Illuminator. 


Fig.  307.  Fol.  250.  Bishop. 
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Fig.  308.  Fol.  252. 
n erses  the  great. 


Fig.  309.  Fol.  264v. 
Transfiguration. 


Fig.  310.  Fol.  274. 

DORMITION. 


Fig.  311.  Fol  282v. 
Christ  in  Glory. 
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Fig.  312.  Fol.  255. 
Hrip'sime. 
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Fig.  313.  Fol.  306. 
Mesrob  Vardapet. 


Fig.  314.  Fol.  308. 
James  of  Nisibis. 
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Fig.  315.  Fol.  310v. 
Massacre  of  Innocents. 
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Fig.  316.  Fol.  312v.  Angel. 
FGA  37.19.   Hymnal,  A.D.  1651-1652. 
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Fig.  317.  Fol,  315. 
Holy  Fathers. 
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Fig.  318.  Page  31.  Christ  and  Donor. 
FGA  36.15.  Four  Gospels,  a.d.  1668-1673. 
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Fig.  320.  P.\ge  9.  Letter  of  Eusebius. 
FGA  36.15.   Four  Gospels,  A.D.  1668-1673 
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Fig.  351.  Venice,  Mekhitharist  Library,  141,  Fig.  352.  Jerusalem,  Armenian 

Fol.  1 2 1  v.  Portrait  of  Luke.  Patriarchate,  1796,  Fol.  141  v. 

Portrait  of  Luke. 
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Fig.  355.  Erevan,  Matenadaran,  3033, 
Fol.  13v.  Portrait  of  Matthew. 


Fig.  356.  Istanbul,  Armenian 
Patriarchate,  Gospel  of  "Zeytun." 
Fol.  5v.  Dedicatory  Inscription. 
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Fig.  357.  Fol.  258.  Marginal  Ornament. 

Erevan,  Matenadaran,  5458 


Fig.  358.  Fol.  252.  Christ. 
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Fig.  359.  Erevan,  Matenadaran,  5458,  Fol.  235v.    Fig.  360.   Walters  Art  Gallery,  539,  Fol.  40. 
Angel  Ministering  to  Christ.  Healing  of  the  Sick. 
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Fig.  363.  Jerusalem,  Armenian  Fig.  364.  Jerusalem,  Armenian 

Patriarchate,  3627,  Fol.  333.  Patriarchate,  2027,  Fol.  224v. 

Incredulity  of  Thomas.  Death  of  John  the  Evangelist. 


Fig.  365.  Erevan,  Matenadaran, 
4243,  Fol.  15.  Bishop  John 
Kneeling  Before  St.  John. 


Fig.  366.  Venice,  Mekhitharist  Library, 
376,  Fol.  106v.  Bride  and  Groom. 
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Fig.  367.  Erevan,  Matenadaran,  7700,  Fig.  368.  Venice,  Mekhitharist  Library,  600, 

Fol.  6v.  Portrait  of  Matthew.  Fol.  9v.  Portrait  of  Matthew. 
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Abara,  p.  92. 

Abbas  I,  Shah,  p.  84;  II,  p.  81. 

Abraham,  pp.  28,  39  (fig.  94) ;  altar  of,  p.  16; 

sacrifice  of,  p.  45  n.  108 ;  scenes  from  life,  p.  84. 
Adam,  p.  41 ;  and  Eve,  pp.  84,  85  (fig.  287). 
Adoration  of  Magi,  p.  2  n.  5,  pp.  27,  33,  34,  42, 

46,  82,  94,  99  (figs.  60,  277,  362,  370);  of 

Shepherds,  p.  2  n.  5. 
Aght'amar,  p.  2  n.  4,  pp.  6,  22,  77,  78,  85  n.  214. 
Agnus  Dei,  pp.  23,  24  (figs.  52,  350). 
Agony  in  the  Garden,  pp.  30,  33,  41  (fig.  156). 
Agulis,  pp.  81,  82. 
Akner,  pp.  31,  60. 
Amida,  pp.  12,  94. 
Ammonius,  p.  19. 

Ancestors  of  Jesus,  pp.  27,  29,  32,  57,  70  (figs.  54- 
56,  138,  204). 

Angels,  pp.  16,  83  (fig.  316) ;  ministering  to 
Christ,  pp.  42,  43,  97  (figs.  319,  359). 

Ani,  Church  of  St.  Gregory  of  Tigran  Honents, 
p.  85  n.  214. 

Anne,  see  Joachim  and  Anne. 

Annunciation,  p.  3  nn.  7,  12,  13,  pp.  9,  10  and 
n.  29,  pp.  11,  14,  32,  58, 60-62, 69,  82  (figs.  13, 
250,  276) ;  to  the  Shepherds,  p.  58  (fig.  249). 

Anthony,  hermit,  p.  82  (fig.  281). 

Apostles,  p.  2  n.  4,  pp.  10,  29  (fig.  127)  ;  bringing 
ass  and  colt,  p.  28  (fig.  91 )  ;  fleeing,  pp.  36,  42 
(fig.  123) ;  given  mission,  p.  48;  in  corn  field, 
p.  57  (fig.  221)  ;  seeking  room  for  Passover, 
pp.  29,  38  (fig.  121).  See  also  under  separate 
names  and  under  Christ,  Scenes  from  life. 

Aproyan,  p.  56. 

Arak'el,  scribe,  p.  62. 

Ascension,  p.  3  n.  7,  pp.  30,  56,  60,  61,  83,  90,  91, 
96,  97  (figs.  166,  192,  301,  343,  344). 

Author  portraits,  pp.  59,  60,  65,  68,  75,  79.  See 
also  Index  of  Manuscripts,  Armenian,  Erevan, 
Matenadaran,  No.  1568,  Gregory  of  Narek. 

Avetik',  priest,  p.  92. 

Baguran,  p.  15. 
Baldwin,  see  John,  Bishop. 
Bamberg,  Cathedral  Treasury,  pontifical  cope, 
p.  50. 


Baptism,  p.  2  n.  5,  p.  3  nn.  6,  7,  11,  pp.  32,  56, 
60,  61,  69,  70  (fig.  188);  dove  descending 
from  heaven,  pp.  82,  87  (fig.  278). 

Bardzrberd,  pp.  56,  58-60. 

Bargham,  scribe,  pp.  89,  92,  93,  95,  97. 

Barsegh,  scribe,  pp.  59,  60. 

Basil,  see  Barsegh,  scribe. 

Basil,  archbishop,  p.  56. 

Basil  of  Caesarea,  pp.  68,  94. 

Bawit,  p.  78  n.  197. 

Beatrice,  p.  56. 

Beaufort,  p.  61. 

Beres,  Pierre,  p.  56. 

Betrayal,  p.  3,  nn.  7,  11,  pp.  9,  36,  42,  83  (figs. 

123,  297).  See  also  Apostles,  fleeing. 
Bibles,  Illustrated,  pp.  79,  84,  85.  See  also  Index 

of  Manuscripts. 
Bindings,  pp.  2,  7,  18,  26,  56,  73,  81,  89,  90  (figs. 

347,  348). 
Bishop,  p.  250  (fig.  307). 
Bride  and  Groom,  pp.  59,  61,  69  (fig.  366).  See 

also  Solomon  and  Queen  of  Sheba. 
Bry,  J.  Theodore  de,  Bible  of  A.D.  1609,  pp.  84, 

85. 

Burial,  see  Entombment. 

Byzantine  art  and  influence,  pp.  6,  14,  15,  20,  23, 
37,  40,  41,  44-49,  51,  52,  63,  66-69,  77-79,  83, 
85,  86.  See  also  Psalters. 

Canon  Tables,  pp.  2,  3  nn.  6,  7,  10,  12,  pp.  4-6, 
8,  10,  15-17,  19,  21,  22,  31,  32,  45,  54,  60-62, 
64,  65,  70,  86,  90,  91,  94-96,  100  (figs.  2-6,  11, 
12,  15,  16,  35-42,  323-330,  345) ;  symbolical 
interpretation,  pp.  8,  16,  17,  45,  91,  100,  101. 

Cappadocian  frescoes,  p.  49. 

Carpianus,  see  Letter  of  Eusebius. 

Cast  rum  Romanum,  see  Hromkla. 

Chanchi,  p.  31. 

Chartres,  cathedral,  p.  52. 

Children  of  Bethlehem,  see  Massacre  of  Inno- 
cents. 

Christ,  pp.  9,  43,  67,  68,  97  (fig.  358) ;  Ancient 
of  Days,  pp.  39,  51,  67,  68  (fig.  94)  ;  Em- 
manuel, p.  71;  Good  Shepherd,  p.  82  (fig. 
290) ;  in  glory,  pp.  83,  85  (fig.  311). 
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Christ  and  donors,  p.  10  n.  29,  pp.  12,  31,  90, 
91,  97  (figs.  318,  353) ;  and  Gregory  of  Narek, 
p.  11  (fig.  349). 

Christ,  Miracles:  pp.  27,  28,  34,  39,  42  (figs.  64, 
81,  360) ;  bent  woman,  pp.  30,  48,  58  (figs. 
146,  256) ;  blind,  pp.  16,  27-30,  36,  38,  57 
(figs.  71,  90,  119,  122,  149,  172,  173,  219, 
224) ;  deaf  and  dumb,  pp.  29,  38  (fig.  120)  ; 
demoniacs,  pp.  28,  29,  38,  57  (figs.  72,  76,  116, 
218);  draught  of  fishes,  p.  29  (fig.  139); 
dropsy,  pp.  30,  38  (fig.  147) :  feeding  of  the 
five  thousand,  pp.  28,  34,  41  (fig.  79)  ;  fig  tree, 
pp.  28,  54,  58  (figs.  130,  131,  234,  238); 
lepers,  pp.  30,  57,  58  (figs.  150,  217,  252) ; 
lunatic,  pp.  28,  29  (figs.  84,  117)  ;  marriage  at 
Cana,  pp.  30,  46,  47,  50  (fig.  168) ;  paralytic, 
pp.  27,  30,  38,  57  (figs.  69,  140,  223) ;  Peter's 
mother-in-law,  pp.  27,  44  n.  105  (fig.  63)  ; 
stilling  of  tempest,  p.  27  (fig.  67)  ;  walking  on 
sea,  p.  28  (fig.  80) ;  widow's  son,  p.  30  (fig. 
142)  ;  withered  hand,  pp.  28,  29,  57  (figs.  73, 
112,  225) ;  woman  with  issue  of  blood,  pp.  27, 

29,  34  (figs.  70,  115).  See  also  Raising  of 
Lazarus. 

Christ,  Parables:  Pharisee  and  Publican,  p.  30 
(fig.  151 ) ;  prodigal  son,  pp.  30,  40  (fig.  148) ; 
rich  man  and  Lazarus,  p.  32 ;  sower,  p.  28 
(fig.  75)  ;  vineyard,  pp.  28,  30,  54;  wise  and 
foolish  virgins,  pp.  28,  40,  83  (figs.  95,  296). 

Christ,  Scenes  from  life:  among  the  doctors, 
pp.  29,  42  (fig.  135)  ;  and  adulterous  woman, 
pp.  30,  37  (fig.  171) ;  and  apostles,  pp.  29,  30, 
57,  58,  68  (figs.  118,  164,  221,  229,  241, 246) ; 
and  centurion,  pp.  57,  64,  68  (fig.  220)  ;  and 
chief  priests,  p.  58  (fig.  233) ;  and  His  mother 
and  brothers,  pp.  29,  33,  58,  68,  70  (figs.  113, 
229,  232)  ;  and  James  and  John,  p.  28  (fig. 
89)  ;  and  little  children,  pp.  28,  58,  69  (figs. 
87,  88,  235,  237,  240) ;  and  Peter,  pp.  50,  58, 
69  (figs.  227,  239,  244;  see  also  Peter,  confess- 
ing Christ)  ;  and  Pharisees,  p.  58  (figs.  231, 
236) ;  and  prophet,  p.  57  (fig.  216)  ;  and  Sad- 
ducees,  p.  58  (fig.  242)  ;  and  Samaritan 
woman,  p.  43 ;  appearing  to  apostles,  pp.  24,  29, 

30,  33,  34,  39,  40,  42,  48  (figs.  106,  165) ;  to 
holy  women,  p.  10  n.  29;  to  Mary  Magdalene, 
p.  58  (fig.  248) ;  arrested,  p.  30  (fig.  174) ;  at 
the  house  of  Levi,  p.  30  (fig.  141)  ;  of  Simon, 
pp.  28,  38,  58  (figs.  96,  243);  of  Pharisee, 
p.  30  (fig.  143);  of  Zacchaeus,  p.  30  (fig. 
155)  ;  awakened  during  storm,  p.  30  (fig. 


145)  ;  before  Caiaphas,  p.  28  (fig.  101)  ;  high 
priest,  pp.  29,  35,  36  (fig.  123) ;  Pilate,  pp.  28- 
30,  35,  39  (figs.  103,  124,  159);  brought 
to  house  of  Annas,  p.  31  (fig.  175);  of 
Pilate,  pp.  28,  35,  58  (figs.  102,  247) ;  chased 
from  Jerusalem,  p.  32 ;  foretelling  the  destruc- 
tion of  Temple,  p.  28  (fig.  92)  ;  foretelling 
Second  Coming,  pp.  32,  85 ;  on  way  to 
Golgotha,  p.  30  (fig.  163);  praying,  p.  58 
(fig.  254);  risen,  pp.  99,  100  (fig.  372;  see 
also  Resurrection)  ;  sought  by  people,  pp.  30, 
37  (fig.  169)  ;  teaching  in  synagogue,  pp.  32, 
58  (fig.  255);  from  a  ship,  pp.  28,  29,  42 
(figs.  74,  114).  See  also  under  separate  titles 
for  important  scenes. 

Church,  see  Ecclesia  and  Synagogue;  Peter,  con- 
fessing Christ. 

Church  Fathers,  p.  83  (fig.  317). 

Cilicia,  pp.  5,  10,  11,  77-79,  86;  Cilician  manu- 
scripts, pp.  7-72,  80,  85,  94,  95,  98. 

Circumcision  of  Christ,  pp.  29,  36,  37,  52  (fig. 
137) ;  of  John,  see  John  the  Baptist. 

Claudia,  p.  4. 

Cock,  see  Peter,  denial. 

Communion  of  the  Apostles,  pp.  30,  40  (fig. 
157). 

Constantine,  see  Kostandin. 

Constantine  I,  Catholicos,  pp.  18,  20,  22,  25,  31 
n.  87,  pp.  42,  50,  51  and  n.  128,  p.  90. 

Constantinople,  p.  16 ;  Church  of  the  Pantocrator, 
p.  47.  See  also  Index  of  Manuscripts,  Arme- 
nian, Galata-Istanbul ;  Istanbul. 

Creation  cycle,  p.  84. 

Cross,  ornate,  p.  3  n.  7,  10,  pp.  11,  15  18,  53,  58, 
71 ;  triumphal,  see  Christ,  in  glory. 

Crucifixion,  p.  3  nn.  6,  7,  10,  11,  pp.  9,  16,  32,  49, 
60-62,  76,  83,  86,  89  (figs.  264,  300,  347). 

Crusades,  p.  49. 

Cufic  inscriptions,  p.  21. 

Cyprus,  p.  75;  silver  plates,  p.  78  n.  197. 

Daniel,  p.  45  n.  108. 

David,  p.  45  and  n.  108,  p.  75  and  n.  183,  pp.  84, 
95;  enthroned,  p.  82  (fig.  283);  slaying 
Goliath,  pp.  74,  78  (fig.  266). 

David,  cleric,  p.  18. 

David,  martyr,  p.  93. 

David  the  Syrian,  p.  60. 

Dedicatory  inscriptions,  pp.  19,  22,  23,  90,  91,  96 
(figs.  43,  44,  331,  332,  356). 
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Deesis,  p.  45  n.  108. 

Descent  from  the  Cross,  p.  3  n.  7,  pp.  9,  29,  33, 

46  (fig.  126). 

Descent  into  Limbus,  see  Harrowing  of  Hell. 
Descent  of  the  Holy  Ghost,  see  Pentecost. 
Diocletian,  p.  92. 

Dionysius  the  Areopagite,  pp.  16,  60. 

Donor,  portraits,  pp.  6,  10,  n.  29,  pp.  12,  31,  32, 
59,  61,  62,  67,  86,  90,  91,  97,  99  (figs.  318, 
353,  365,  369).  See  also  Ordination  scene. 

Dove,  pp.  24,  58,  83,  87  (fig.  292).  See  also 
Baptism ;  Pentecost. 

Drazark,  p.  11  n.  31. 

Ecclesia  and  Synagogue,  pp.  49,  50  n.  120. 

Edessa,  pp.  10,  13. 

Elijah,  see  Transfiguration. 

Entombment,  p.  3  nn.  7,  8,  11,  pp.  28,  33,  34,  41, 

47  (fig.  104).  See  also  Threnos. 

Entry  into  Jerusalem,  p.  3  nn.  6,  7,  8 ;  pp.  9,  28, 
30,  39,  45,  56,  60,  62,  66,  69,  83,  86  (figs.  93, 
153,  190,  294,  295). 

Ephraim  the  Syrian,  p.  59. 

Erzinjan,  pp.  10,  75  n.  182. 

Etchmiadzin,  pp.  81,  93,  94;  Gospels,  see  Index 
of  Manuscripts,  Armenian,  Erevan,  Matena- 
daran,  No.  2374. 

Eusebius,  see  Letter  of  Eusebius. 

Evangelists,  p.  2  and  nn.  4,  5,  p.  3,  nn.  6-8,  10, 
11,  13,  p.  4  and  n.  15,  pp.  5,  10  and  n.  29, 
pp.  11-13,  15,  24,  25,  32,  35,  42,  57,  60,  61, 
63-66,  80,  93-95,  97,  98,  99  (figs.  8,  182). 
See  also  under  separate  names. 

Evangelists,  Symbols  of,  pp.  11-13,  24,  40,  53,  54, 
71,  72,  98,  99  (figs.  20,  46,  47,  49,  51,  53,  132, 
167,  197,  199,  201,  203,  334,  336,  338,  340, 
350,  354). 

Evargris,  scribe,  p.  3. 

Eve,  p.  66.  See  also  Adam  and  Eve. 

Ezekiel,  p.  45  n.  108;  vision  of,  p.  75  n.  182. 

Fimi,  pp.  61,  65,  69. 

Flight  into  Egypt,  pp.  27,  42  (fig.  58). 

Forty  Martyrs  of  Sebastia,  p.  82  (fig.  291). 

Franciscans,  p.  49. 

French,  p.  49. 

Gabriel,  see  Annunciation. 
Gagik  Ardsruni,  p.  6. 

Gagik  of  Kars,  pp.  4,  6,  14,  43,  54.   See  also 


Index  of  Manuscripts,  Armenian,  Jerusalem, 
Armenian  Patriarchate,  No.  2556. 

Garden  of  Eden,  p.  16. 

Gaspar,  martyr,  p.  93. 

George,  scribe,  p.  94. 

George  of  Skevra,  p.  59. 

Germanos,  patriarch,  p.  16. 

Ghazar,  sponsor,  p.  94. 

Goght'n,  p.  81. 

Good  robber,  pp.  82,  87  (fig.  289). 

Great  Armenia,  pp.  42,  44,  49,  98. 

Gregory,  Catholicos,  I,  the  Illuminator,  pp.  77, 
83,  94,  99  (figs.  306,  371) ;  IV,  p.  12. 

Gregory  of  Narek,  pp.  11,  15,  94,  99  (figs.  349, 
369).  See  also  Index  of  Manuscripts,  Arme- 
nian, Erevan,  Matenadaran,  No.  1568. 

Grigor,  scribe,  p.  65  n.  166. 

Grigor,  scribe  and  painter,  pp.  11,  12. 

Grigor  of  Erevan,  scribe,  p.  94. 

Grigor  Pidsak,  painter,  p.  61. 

Grigoris,  p.  15. 

Grner,  pp.  56,  59,  60,  70-72. 


Habakkuk,  Canticle  of,  pp.  74,  75  n.  183,  pp.  76, 
79  (fig.  264). 

Haghbat,  Gospels,  see  Index  of  Manuscripts, 
Armenian,  Erevan,  Matenadaran,  No.  6288. 

Haghtuk,  p.  19. 

Hakob,  scribe,  p.  62. 

Hannah,  Canticle  of,  pp.  74,  75. 

Harrowing  of  Hell,  p.  3  nn.  7,  8,  11,  p.  10  n.  29, 
p.  13  n.  43,  pp.  56,  60,  66,  69,  86  (fig.  191). 

Hayrapet,  painter,  pp.  81,  83. 

Headpieces,  pp.  12,  15,  20-23,  53,  60,  70,  75, 
80,  82,  83,  88,  93,  94,  98  (figs.  18,  20,  22,  24, 
45,  48,  50,  52,  53,  111,  132,  167,  197,  199, 
201,  203,  269-272,  274,  288,  299,  334,  336, 
338,  340,  342,  350,  354). 

Herod,  see  Massacre  of  Innocents;  banquet  of, 
pp.  28,  32,  34,  38,  70  (fig.  77). 

Het'um  I,  pp.  31,  32,  42,  43,  49,  50,  56,  58-61, 
90,  98.  See  also  Index  of  Manuscripts,  Ar- 
menian, Erevan,  Matenadaran,  No.  5458. 

Het'um  II,  p.  60  n.  149;  Lectionary  of,  see  Index 
of  Manuscripts,  Armenian,  Erevan,  Matena- 
daran, No.  979. 

Het'um  of  Lambron,  p.  15. 

Hezekiah,  Canticle  of,  pp.  74,  75  n.  183,  p.  78 
(fig.  261). 

Hohan,  see  John,  Bishop. 
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Hohannes,  scribes,  pp.  2,  20,  21,  24,  25,  60,  63. 
Holy  of  Holies,  p.  16. 

Holy  Women  at  the  Sepulchre,  p.  3  n.  6,  pp.  9, 
10  n.  29,  pp.  29,  35,  61,  86,  99,  100  (figs.  107, 
109,  129,  372). 

Horomos,  p.  15  n.  48. 

Hortus  Deliciarum,  see  Index  of  Manuscripts, 

Latin,  Strasbourg. 
Hospitalers,  p.  49. 
Hovhannes  Erznkatsi,  p.  16  n.  51. 
Hrip'sime,  p.  18;  nun,  p.  56;  Saint,  p.  83  (fig. 

312). 

Hromkla,  pp.  12-14,  18,  20,  21,  23-25,  31,  32,  34, 

42,  43,  50,  53,  54,  70-72,  90,  97. 
Husik,  scribe,  p.  3. 

Ignatios,  vardapet,  p.  94. 
Incarnation,  p.  17. 

Incredulity  of  Thomas,  pp.  9,  10,  n.  29;  pp.  32, 
42  (fig.  363). 

Initials,  see  Marginal  ornaments  and  initials. 

Innocent  IV,  pope,  p.  51  n.  128. 

Isaac,  pp.  28,  39,  57  (figs.  94,  204). 

Isaiah,  pp.  27,  39,  45  n.  108,  pp.  57,  58,  91,  95 
(figs.  66,  213,  230,  325) ;  Canticle  of,  pp.  74, 
75  n.  183,  pp.  76,  79  (figs.  260-262). 

Ispahan,  pp.  84,  88,  92,  94. 

Jacob,  pp.  28,  39,  57,  84  (figs.  94,  204) ;  vision 

of  the  ladder,  pp.  40,  45,  54  (fig.  167). 
Jacobites,  p.  51  n.  128. 

Jairus,  pp.  57,  64,  68,  70  (fig.  222)  ;  and  Jesus, 
pp.27,  30  (figs.  68,  144). 

James,  apostle,  pp.  10,  28,  67  (fig.  89)  ;  "brother 
of  the  Lord,"  pp.  67,  70.  See  also  Transfigura- 
tion. 

James  of  Nisibis,  p.  83  (fig.  314). 

Jeremiah,  p.  45  n.  108,  pp.  91,  95  (fig.  326). 

Jericho,  destruction,  p.  84. 

Joachim  and  Anne,  pp.  82-84  (fig.  273). 

Job,  p.  75  n.  182. 

John  the  Baptist,  pp.  57,  58,  69,  83,  94,  99  (figs. 
206,  209,  253,  305,  371);  and  Jesus,  p.  57 
(fig.  210)  ;  beheading,  p.  87  (fig.  303) ;  burial, 
p.  28  (fig.  78);  circumcision,  pp.  29,  37,  52 
(fig.  134);  imprisonment,  p.  32;  naming, 
pp.  29,  37  (fig.  134).  See  also  Baptism. 

John,  Evangelist,  pp.  9,  10,  19,  25,  28,  56,  59,  60, 
63,  65,  67,  99  (figs.  23,  51,  89,  365);  and 
Prochoros,  pp.  57,  63,  91,  96,  97,  99  (figs.  202, 
339,  341);  at  the  sepulchre,  pp.  29,  99,  100 


(figs.  129,  372) ;  death  of,  pp.  56,  60-63,  66,  67 

(figs.  194,364). 
John  Chrysostom,  p.  45  n.  108,  pp.  59,  93. 
John,  Bishop,  brother  of  Het'um  I,  p.  31  n.  82, 

pp.  43,  55  n.  137,  pp.  56-63,  65,  67-70,  75  n. 

182,  pp.  88,  98  (fig.  365).  See  also  Ordination 

scene. 

Jonah,  p.  91  (fig.  329) ;  Canticle  of,  pp.  74,  75 
n.  183,  p.  78  (fig.  263);  cast  out  by  whale, 
pp.  57,  69,  82  (figs.  226,  286) ;  story  of,  pp.  77, 
79. 

Joseph,  dream  of,  pp.  27,  57  (figs.  57,  61,  207). 

Joseph  of  Arimathea,  pp.  28,  58,  69  (figs.  108, 
245).  See  also  Descent  from  the  Cross;  En- 
tombment. 

Joshua  (Iso),  scribe,  p.  13. 

Judas,  ancestor  of  Jesus,  p.  57  (fig.  204). 

Judas,  p.  38  (fig.  96) ;  hangs  himself,  p.  28  (fig. 
100)  ;  leads  multitude,  pp.  30,  42  (figs.  158, 
346)  ;  receives  silver,  pp.  28,  38  (fig.  97). 

Julian  of  Sidon,  p.  61. 

Justin  II,  cross,  see  Vatican,  Treasury. 

Justinian,  p.  92. 

Kalamari,  countess  of  Jafa,  p.  56. 
K'anova,  see  Nor  Avan. 
Katen,  p.  22  n.  66. 
Kayten,  cross  of,  p.  56. 

Keran,  Queen,  see  Index  of  Manuscripts,  Arme- 
nian, Jerusalem,  Armenian  Patriarchate,  No. 
2563. 

Kesun,  p.  4. 

Kghawt,  pp.  2,  4. 

Khartishar,  pp.  18,  19. 

Khatchatur,  bishop,  p.  81. 

Kirakos,  p.  18;  scribe,  p.  23  n.  68,  pp.  24,  25. 

Kostandin,  Baron,  father  of  Bishop  John,  pp.  56, 
60,  65. 

Kostandin,  Catholicos,  see  Constantine  I. 
Kostandin,  painter,  pp.  56,  57,  63,  65,  66,  68; 

scribe,  pp.  60,  65 ;  Aveztsi,  p.  61 ;  Hrip'simetsi, 

pp.  65,  66. 
Kostandnots,  p.  60. 

Kotchkar,  see  Leningrad,  Hermitage  Museum. 
K'ristap'or,  scribe,  p.  2. 

Lamb  of  God,  see  Agnus  Dei. 
Lambron,  p.  15. 
Laon,  cathedral,  p.  52  n.  130. 
Larissa,  p.  92. 

Last  Judgment,  p.  10  n.  29,  pp.  40,  85. 
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Last  Supper,  p.  3  nn.  6,  7,  8,  pp.  28,  54  (fig.  98). 

Latins,  p.  23,  49;  Latin  manuscripts,  pp.  6,  23 
n.  71,  pp.  51,  68.  See  also  Index  of  Manu- 
scripts. 

Leningrad,  Hermitage  Museum,  plaques  from 

Kotchkar,  p.  23. 
Leo  I,  p.  24;  II,  pp.  25,  31,  60  n.  149,  p.  61.  See 

also  Levon. 

Letter  of  Eusebius,  p.  3  nn.  6,  7,  10,  pp.  8,  11,  17, 
19,  20,  64,  90,  91,  95  (figs.  9,  10,  33,  34,  320- 
322). 

Levon,  brother  of  Het'um  I,  p.  56. 
Lisonka,  p.  60. 

Luke,  Evangelist,  pp.  9,  10  and  n.  29,  pp.  19,  25 
and  n.  79,  pp.  56,  63,  64,  91,  96,  99  (figs.  21, 
49,  337,  351,  352);  and  Theophilus,  pp.  57, 
64,  69  (fig.  200). 

Magi,  pp.  57,  70  (fig.  208).  See  also  Adoration 

of  Magi. 
Mamistra,  p.  22  n.  68. 

Manasseh,  Prayer  of,  pp.  74,  75  n.  183,  pp.  76, 

77  and  n.  189  (fig.  267). 
Manougian,  K.,  p.  56. 

Marginal  ornaments  and  initials,  pp.  11-13,  15, 
16,  24,  25,  32,  53,  54,  60,  70-72,  75,  80,  86, 
88,  94,  98  (figs.  18,  20,  22,  24-32,  45,  48,  50, 
52,  53,  111,  132,  167,  177-181,  183-187,  197, 
199,  201,  203,  269-272,  274,  288,  299,  334, 
336,  338,  340,  342,  350,  354,  357). 

Mark,  Evangelist,  pp.  8,  10,  19,  25  and  n.  79, 
pp.  56,  57,  63,  91,  96,  99  (figs.  19,  47,  198, 
335). 

Markos,  cleric,  sponsor,  pp.  81-83,  86;  pilgrim, 
sponsor,  pp.  89,  91,  93,  97  (fig.  318). 

Massacre  of  Innocents,  pp.  27,  57,  68,  69,  83,  87 
(figs.  59,  205,  315). 

Matthew,  Evangelist,  pp.  8,  9,  19,  24,  25  n.  79, 
pp.  57,  60,  63-65,  91,  96,  99  (figs.  17,  46,  196, 
333,  355,  367,  368) ;  calling  of,  p.  27  (fig.  69). 

Mekhit'ar,  priest,  p.  51. 

Melchisedek,  p.  17. 

Melitene,  pp.  3-5,  13  n.  43. 

Mesrob,  vardapet,  p.  83  (fig.  313). 

Michael,  archangel,  p.  41. 

Michael  the  Syrian,  Chronicle,  p.  20  n.  57. 

Mik'ayel,  painter,  pp.  89,  90,  92-101. 

Minas,  vardapet,  of  Amida,  pp.  94,  99  (fig.  369). 

Miriam,  pp.  77,  79. 

Mkrtitch,  scribe  and  painter,  pp.  92-94,  98  n.  245. 
Mkrtum,  see  Mkrtitch. 


Mlich,  p.  13. 

Mlk'e  Gospels,  see  Index  of  Manuscripts,  Ar- 
menian, Venice,  Mekhitharist  Library,  No. 
1144. 

Mocking  of  Jesus,  pp.  29,  30,  36,  39,  48  (figs. 

125,  160). 
Molevon,  p.  58. 

Moses,  p.  84;  altar  of,  p.  16;  Canticle  of,  pp.  74, 
76  (figs.  258,  259)  ;  receiving  tables  of  the  law, 
p.  75  n.  182,  p.  76.  See  also  Transfiguration. 

Muslim  art,  p.  13  n.  43,  pp.  22,  23. 

Nahapet,  Catholicos,  p.  94. 
Nathan,  p.  61. 

Nativity,  p.  3,  nn.  6,  7,  13,  pp.  9,  46,  60-62. 
Nemesius,  p.  16. 
Nerses,  sponsor,  p.  94. 

Nerses,  Catholicos,  I,  the  Great,  p.  83  (fig.  308)  ; 

IV,  the  Graceful,  pp.  12,  15-17,  74,  75,  80,  83, 

93,  100,  fl)l  (fig.  268). 
Nerses  of  Lambron,  pp.  12,  60,  61. 
Nerses  Shnorhali,  see  Nerses  the  Graceful. 
Nersisuk,  scribe,  p.  62. 
New  Julfa,  pp.  84,  88. 
Nikoghayos,  sponsor,  p.  93. 
Nisibis,  p.  51  n.  128. 
Noah's  ark,  p.  16. 

Nor  Avan,  near  Sebastia,  pp.  89-94. 
Nor  K'aghak',  see  Nor  Avan. 

Ordination  scene,  pp.  57,  60,  62-64,  66,  67 
(fig.  195). 

Ornaments,  marginal,  see  Marginal  ornaments 
and  initials. 

Papacy,  p.  50. 

Passage  of  the  Red  Sea,  pp.  74,  77,  79  (fig.  257). 
Paul,  apostle,  pp.  67,  68,  82,  87  (fig.  285). 
Pentecost,  p.  3  n.  10,  pp.  9,  32,  60,  83  (figs.  302, 
304). 

Peter,  apostle,  pp.  40,  82  (fig.  285)  ;  at  the  house 
of  the  high  priest,  p.  30  (fig.  161);  at  the 
sepulchre,  pp.  99,  100  (fig.  372)  ;  casting  line, 
p.  28  (fig.  85)  ;  cutting  ear  of  Malchus,  p.  35 
(fig.  175);  confessing  Christ,  pp.  28,  39,  50, 
51  (fig.  83);  denial  of,  pp.  16,  30,  58  (figs. 
160,  183)  ;  repentance  of,  pp.  28,  29,  35  (figs. 
102,  128).  See  also  Christ  and  Peter;  Trans- 
figuration ;  Tribute  Money. 

Petros,  archbishop,  p.  90. 

Phares,  p.  57  (fig.  204). 
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Pharisees,  question  man  born  blind  and  his  par- 
ents, pp.  30,  38  (figs.  172,  173). 

Philip,  see  P'ilippos,  scribe. 

Pilate,  asked  to  set  a  guard,  p.  29  (fig.  105)  ; 
speaking  to  Jews,  p.  31  (fig.  176)  ;  washing 
his  hands,  pp.  38,  49-52  (fig.  103).  See  also 
Christ  before  Pilate ;  Joseph  of  Arimathea. 

Pilate's  wife,  pp.  28,  35,  48,  49-52  (fig.  99). 

P'ilippos,  Catholicos,  p.  81. 

P'ilippos,  scribe,  p.  61. 

P'os,  p.  18. 

Presentation  of  Christ,  p.  3  nn.  7,  11,  pp.  36,  37, 
52,  60,  61,  75,  82,  86  (figs.  280,  361). 

Prizren  Gospel,  see  Index  of  Manuscripts, 
Slavonic,  Beograd,  National  Library,  No.  297. 

Prochoros,  pp.  63,  64,  66.  See  also  John  and 
Prochoros. 

Prophets,  pp.  39,  40,  44,  45,  65,  69,  70,  94,  95 
(figs.  160,  165).  See  also  under  separate  names. 

Protoevangelium  of  James,  pp.  83,  84. 

Psalters,  Byzantine,  pp.  75,  76,  79;  with  mar- 
ginal illustrations,  pp.  44,  45,  76  n.  185,  p.  77 
n.  192. 

Ptghni,  p.  6. 

Queen  of  Sheba,  see  Solomon  and  Queen  of 
Sheba. 

Quinisex  Council,  A.D.  692,  p.  23. 

Raban  Ara,  vicarius  Orientis,  p.  51  n.  128. 
Raising  of  Lazarus,  p.  3  n.  7,  p.  10  n.  29,  pp.  30- 

33,  46,  83  (figs.  170,  293). 
Raising  of  the  Cross,  pp.  29,  36  (fig.  125). 
Raymond  II,  of  Tripoli,  p.  24. 
Resurrection,  pp.  83,  86,  89,  94,  99  (figs.  298, 

348,  372).  See  also  Harrowing  of  Hell. 
Return  from  Egypt,  p.  42. 

Rome,  pp.  50,  51;  Oratory  of  John  II,  p.  46; 

Saint-Paul-outside-the-walls,  bronze  doors,  p. 

67  n.  168;  Santa  Maria  Antiqua,  pp.  46,  78. 
Rouen,  cathedral,  p.  52. 

Sahak,  Catholicos,  p.  80. 

Saint-Jean  d'Acre,  pp.  51,  52. 

Salome,  pp.  38,  50.  See  also  Herod's  banquet. 

Samuel,  scribe,  p.  3. 

Sargis,  scribe,  pp.  25,  60. 

Sargis  Pidsak,  painter,  p.  87. 

Sargis  Shnorhali,  p.  93. 

Sasanian  art,  p.  5. 


Sebastia,  pp.  4,  8,  10,  14,  89-95,  97. 
Senek'erim,  King  of  Vaspurakan,  pp.  14,  92. 
Sermon  on  the  Mount,  pp.  27,  57  (figs.  62,  212, 
215). 

Shemokmedi,  Icon,  p.  47,  n.  116. 
Shukhr  Khandara,  pp.  3,  4. 
Simavon,  sponsor,  p.  93. 

Simeon,  Canticle  of,  p.  75.  See  also  Presentation 

of  Christ. 
Simeon,  sponsor,  p.  2. 

Simon  of  Cyrene,  pp.  30,  32,  36  (figs.  125,  163). 

Simon,  son  of  Abisoghom,  p.  73. 

Sis,  pp.  31,  65,  66  n.  167. 

Siunik',  pp.  81,  100. 

Sivas,  see  Sebastia. 

Skevra,  pp.  11-13,  15,  21,  53,  59. 

Smbat,  baron,  p.  60. 

Smbat,  Constable,  brother  of  Het'um  I,  pp.  66, 
70. 

Smyrna,  p.  56. 

Soldiers,  bribed,  pp.  29,  38,  42  (fig.  110) ;  sleep- 
ing, pp.  29,  35  (fig.  109). 

Solomon,  p.  45  n.  108,  pp.  61,  66;  altar  of,  p.  16; 
and  Queen  of  Sheba,  pp.  57,  69  (fig.  228). 
See  also  Bride  and  Groom. 

Srvandztiants,  Garegin,  p.  19. 

Step'annos,  scribe,  pp.  3,  60. 

Step'annos  Dzik',  p.  100. 

Step'annos,  of  Siunik,  pp.  16,  17,  100. 

Step'annos  Vahkatsi,  scribe,  pp.  59,  61,  62. 

Stephen  protomartyr,  stoning  of,  pp.  56,  62-64, 
66-68,  82,  87  (figs.  193,  284). 

Sult'an,  sponsor,  p.  93. 

Sultanshah,  sponsor,  p.  93. 

Supper  at  Emmaus,  p.  30  (fig.  162). 

Synagogue,  see  Ecclesia  and  Synagogue. 

T'alash,  pp.  2,  4. 

"T'argmantchats"  Gospels,  see  Index  of  Manu- 
scripts, Armenian,  Erevan,  Matenadaran,  No. 
2743. 

Taurus  mountains,  pp.  3-5. 
Tchemeshkadsak,  p.  18. 
T'efano,  queen  of  Cyprus,  p.  56. 
Templars,  p.  61. 

Temptation,  pp.  27,  29,  43,  57  (figs.  65,  136, 
211).  See  also  Angels  ministering  to  Christ. 
Ter  Huskan  Ordi,  monastery,  p.  3  n.  13. 
Ter  Petrossian,  K'erovbe,  p.  8. 
Testaments,  interdependence,  pp.  39,  40,  44,  45. 
Teutonic  Order,  p.  49. 
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Theodosius,  emperor,  p.  82  (fig.  282). 
Theophanes  Cerameus,  p.  41. 
Theophilus,  see  Luke  and  Theophilus. 
Thomas,  scribe,  p.  3. 

Three  Hebrews,  Canticle  of,  pp.  59,  74,  75,  78, 

79  (fig.  265). 
Threnos,  p.  47  and  n.  116.  See  also  Entombment. 
Tiratur,  bishop,  p.  18. 
Tiroj,  churches  of,  pp.  60,  61. 
Tokat,  pp.  12,  92-94,  98  n.  245,  p.  99. 
Tonik,  beadle,  p.  90. 

T'oros,  priest,  nephew  of  Catholicos  Constan- 

tine  I,  p.  90. 
T'oros,  scribe,  pp.  56,  62. 

T'oros  of  Taron,  painter,  p.  71  n.  175,  pp.  87,  98. 

T'oros  Robeniants,  p.  55  n.  137,  p.  60. 

T'oros  Roslin,  p.  23  n.  68,  pp.  25,  32,  33  n.  88, 

pp.  34,  35,  40-46,  49,  50,  52-54,  66,  68,  70,  71, 

77,  90,  94-99. 
Transfiguration,  p.  3  nn.  6,  7,  11,  pp.  9,  10,  14 

and  n.  43,  pp.  32,  56,  60,  62,  66,  70,  83 

(figs.  14,  189,  309). 
Trdat,  King,  p.  77. 

Trebizond  Gospels,  see  Index  of  Manuscripts, 
Armenian,  Venice,  Mekhihharist  Library,  No. 
1400. 

Tree  and  axe,  p.  57  (fig.  214). 

Tribute  money,  pp.  28,  41  (figs.  82,  85). 

Vahka,  p.  59. 
Van,  p.  73. 


Varag,  p.  60  n.  148,  p.  92. 

Vasak,  brother  of  Het'um  I,  pp.  31,  32,  42,  43, 
60-62,  97  n.  243.  See  also  Index  of  Manu- 
scripts, Armenian,  Jerusalem,  Armenian  Patri- 
archate, No.  2568  and  Washington,  Freer  Gal- 
lery of  Art,  No.  32.18. 

Vaspurakan,  pp.  14,  92. 

Vatican,  Treasury,  Cross  of  Justin  II,  p.  23. 

Virgin,  p.  45  n.  108,  p.  75  n.  183,  p.  82  (figs.  275, 
279);  and  Child,  pp.  31,  62;  and  donors, 
pp.  31,  62,  97;  Assumption  of,  p.  85;  brought 
to  temple,  p.  86;  Dormition,  pp.  83,  85  (fig. 
310).  See  also  under  separate  scenes. 

Visitation,  p.  3  n.  7,  pp.  32,  58  (fig.  251). 

Washing  of  the  Feet,  pp.  9,  61. 
Washington,  Freer  Gallery  of  Art,  copper  can- 
teen, p.  23. 

Western  art,  pp.  23,  38  n.  92,  pp.  48-50,  52,  85, 

86.  See  also  Latin  manuscripts. 
Widow's  mite,  p.  30  (fig.  154). 

Yenikhan,  see  Nor  Avan. 

Zacchaeus,  p.  30  (fig.  152). 

Zacharias,  Annunciation  to,  pp.  29,  37  (fig.  133)  ; 

Canticle  of,  pp.  74,  75  n.  183.  See  also  John 

the  Baptist,  naming  of. 
Zechariah,  pp.  91,  96  (fig.  330). 
Zephaniah,  p.  45  n.  108. 
Zmmar,  p.  8. 
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